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Bubnovs. Tu ko tur murmini?

Satins. Vardi... Un tad vél ir - trans-scedentals...
Bubnouvs. Kas tas?

Satins. Nezinu... aizmirsu...

(Maksims Gorkijs. Dibena)

Reiz, braucot vilciena, es noklausijos kadu sarunu. Viens no
sarunas dalibniekiem bija tads truls-truls un vateni, otrs -
tads gudrs-gudrs un koverkota mételi. Vini séz un iedzer.
Uzkoz un talin pat ielej atkal. Trulais-trulais izdzer, nokrekski-
nas un saka: “U! Labi aizgaja - maita!” Bet gudrais-gudrais
iedzer un saka: "Trans-cen-den-tali!” Un tada sviniga balsi!
Trulais-trulais uzkoz un saka: “Uzk-koda mums sodien — nav
vardam vietas! Uzkoda “es jas Joti ludzu”!.. Bet gudrais-
gudrais kos/a un saka: "Ja-a-a... Trans-cen-den-tali!”

Es izjutu zinamu spriegumu starp sim divam nostajam,
kas gan nepastavéja konkrétaja situacija. ledomajos vienu ka
makslinieku, otru ka kritiki, kas pat par tik vienkarsam lietam
ka iedzersana un uzkodas izsakas sava neciesamaja dialekta.
(Vini varbat tiesam varétu saprasties vienigi pie $nabja
pudeles.) Man $i spriedze, kas jutama starp vienkarsu un
prieksmetus aprakstosu attieksmi pretstata trans-cen-den-
talai attieksmei, skiet ka muzikals intervals - iedomajos, ka
vilciena noklausitas sarunas dalibnieki vardus stiepj nedaudz
muzikali —, kuram skanot péc patikas ilgi, iespéjams veikt
savu domu skices iztéles neredzamaja telpa.

Iztéles rotaJu més biezi sakam ar vardiem iedomadjies... un
ziméjam taja to, kas netverams tiesa vérojuma, bet $is tikai
iledomatas linijas biezi ir izteiktakas, uzsverot raksturigas
domas prieksmeta iezimes, par isteniba véroto. Transcenden-
talais lietu aspekts (es saucu par transcendentalu katru atzinu,
kas vispar nodarbojas ne tik daudz ar prieksmetiem, bet ar
masu prieksmetu atzipas veidu, ciktal pédéjam jabat
iespéjamam a priori) gan $eit saglabatos parsvara ironiska
nozimé — ka pargudrakas, varbut nedaudz reflektéjosas

attieksmes apzimé&jums. Varbut ari — izmantosu iemijotu
pieméru — ka imperatora Kublaihana zinama neticiba jauna
venéciesa Marko Polo zinojumiem par neredzamajam pilsétam.
Tomér Marko Polo aprakstos imperatoram paradas tik smalka
ziméjuma filigranums, ka pat termits tam nespétu iekost —
nespétu iekost drosi vien tapéc, ka pilsétas ir neredzamas. Es
gribétu sniegt sadu “neredzama” aprakstu par Latvijas makslu,
kuru iztélosos dialoga forma, bet dialoga dalibniekus sauksu
vienkarsi - Vateni un Koverkota mételi (saisinati - Vat un Kov),
jus — atcerésieties, kurs tads truls-truls, kur$ tads gudrs-gudrs.

Protams, teiktais nav jauztver parak burtiski - atceros
kadu sarunu gastronoma. lenaca pircéjs vateni un zabakos,
tipisks gadijuma darbu stradnieks, kaut ko jautaja
pardevéjam... Tas atbildéja ierasti rupja veida: “Lasit maki?!”
Stradnieks nokluséja. Tad mierigi atbildéja: “Maku.” Un
piemetinaja: “Septinas valodas..."”

Vat: Es gribétu uzskaitit lietas, notikumus, sajutas - to, ko
esmu redzéjis un ko atceros no visam $im izstadém,
atklasanam un sarunam kafejnicas.

Kov: Bet musdienu maksla tiek izmantoti visdazadakie
izteiksmes lidzek|i, materiali un mediji. Un vél - virzieni,
ietekmes. Vajadziga noteikta analizes metode, lai $aja
daudzveidiba orientétos un to logiski sakartotu.

Vat: Mani interesé fakti.

Kov: Vai tas, ka tu tos uztver un atceries, nemaina pasus
faktus?

Vat: Fakts bija? Bija... Bet fakts, tas ari ir fakts... Fakta
prieksa, ta sacit... Vienkarsi sakot, kad skatos uz
makslinieku darbiem, dazas lietas mani uzruna, skiet
interesantas, atsauc man atmina dazadus vardus...

Kov: ... jédzienus. Bet kas ir 3is tavas intereses kritérijs -
tikai subjektiva sajata?
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Vat: Ka es vértéju makslu? — Nu, tikai skatoties, uzkrajot
pieredzi, ta teikt. Un tomeér, ja es saku “interesants” -
lai ari man interesants, ir ar zinamu tev interesantuma
piegarsu. Citiem vardiem - vienmeér tacu var kaut ko
iedomaties un tad izstastit, ko iztélé esi redzéjis.

Kov: Paskaidro, lGdzu, precizak!

Vat: Redzétais izraisa mani kadu vardu, izjutu - ta ir ka
dziesma, ko isti neatceros, tad méginu pie sevis svilpot
dazados veidos, kameér, luk, roka ir!

Kov:Varétu teikt, ka tava iztéle darina variacijas, kas reizé
iezimé iespéjamo nozimju telpu jeb visparigi - kadu
noteiktas makslinieciskas piederibas, ja piekriti s$im
apziméjumam, raksturigu iezimi. Bet turpini...

Vat: Tu zini, nemilu tos zinisus - filozofus visadus, -steinus un
-gerus... Un viennakt redzu sapni: prusaki pa sienu lien!
leskatos tuvak — katram tada ka birka klat vai kas, bet tur -
tie filozofu vardi! Pamodos slapjs no sviedriem. Tagad
domaju, ka varbat kada izstadé kaut ko tadu esmu redze-
jis. Ja ta batu, tad teiktu - interesanti, lai ari derdzigi...

Kov: Vardi, starp citu, nav nemaz tik nevainigi.

Vat: Ja, no avizém izgriezti burti tiek izmantoti anonimu
véstu)u rakstisanai - tas gan ta bija tikai vecas
detektivfilmas, tagad nets un tamlidzigi... Kadreiz avizes
glabaja, tad krava kipas un nodeva makulatara, tagad
pat es tas nelasu - parak daudz visadu pielikumu, bilzu,
papirs spidigs — krasns iekuram isti labi neder.

Kov: Nu, burti paliek burti. Tiem ir ari ta vértiba, ka ar to
palidzibu tiek fiksétas zinasanas. Sava veida - gudribas
simbols.

Vat: Ja, sakrauj vecas avizu kipas tada kaudzé - ikurat
zikurats sanaks, gudribas burtu pils! Bet, ja samirkst, tad
slikti deg - tapat ka krasaino lappusu dé|.

Kov:Kas gan vispar ir krasas — tik vien ka gramatikas kartulu
noteikts krasu nosaukumu lietojums. Maksla kadreiz bija
krasu maksla, bet tagad... Varbut to izvélei ir kada
neskaidra nozime, pieméram, man ir Edvarda Lira
limeriku gramatina — ang|u valoda labi riméjas vards
“green”, un tas vinam ari paris pantinos izmantots.
Nezinu, jausi vai nejausi, bet gramatinas vaks ari ir zala
krasa. Lidziga varétu but ari krasu izvéle maksla - ja ne
metafiziska, tad vismaz nejausa -, lai vismaz kaut ka
saglabatu krasu nozimi.

Vat: Es visiem saviem darbiem izvélétos kadu spilgtu krasu. Man
patik jautras krasas, ipasi — oranza. ledomajos — oranzi
baloni... Bérniba izdomaju dazadus vardus ar $o krasu,
pieméram, “oranzétajs”. Es atceros ari tadu dziesmu, nu,
pirmas rindinas gan tikai: “OpaHxeBbie MaMbi, OpaHxe-
Bbl€ narbi, OPpaHXeBble JeTN OpaHXeBo NowrT..."”

Kov:Es zinu $o dziesmu, kads mans draugs to sauca par
pirmo padomju dadaisma darbu.

Vat: Ja, ja, tas nozimé nemt kaut ko un darit pretéji tam, ka
pienemts. Izgriezt cimdu uz otru pusi vai ko citu...,
pieméram - laivu!

Kov:Kada veida laivu var izgriezt uz otru pusi - ka ta
izskatisies?

Vat: Nu, nem laivu un nokraso otradi — ieksu ka aru, aru ka
ieksu. Varu iedomaties dadaistisku arhitektaru - ta batu
pukaina, |oti jauka un mila.

Kov:Varu iedomaties kadu nelielas celtnes maketu no miksta
pukaina materiala, bet, ja tada batu visa iela?

Vat: Vai man patiktu pukaina iela? Nezinu, vispar man patik
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iziet ielas, klainot pa tam, kad ap mani ir citi cilveki,
vinu jutas un noskanas...

Kov:Ja, tas ir ka iet cauri pinumam, kura krustu skérsu klajas
skaudibas un iekares, nicinajuma un lidzjatibas,
milestibas un naida skatieni, kura apmetas izskanéjusu
vardu bijusais satvars un kura domas un alkas savijas
noslépumaina audekla, kas ieskauj kajamgajéju dvéseles.
lelu var saukt par poétiskas nozimes telpu vai padja
cilvéka klejojumu vietu; es neminésu visus tos simul-
akrus, ko censamies neredzét un kas pieblivé miasu
vizualas uztveres lauku...

Vat: Par tiem simulakriem neko nezinu, bet iedomajies tik,
reiz pamaniju interesantu trafareta nospiedumu. Tadu ka
sérijveida grafiti, ko ik pa bridim ievéroju, ejot sava
ikdienas marsruta. lespaids, kad atceros to — it ka kads
bojevika varonis vai hokejists kustas man preti, un es
jatos ka liela kinoteatri... :

Kov: Grafiti médz bt dazadi, tomér parasti gan tie neatrodas
uz Jauzu pilnam ielam...

Vat: Bet tu vari iztélojies to ka nelielu, neuzkritosu trafaretu,
ar kuru to var atri uzpast uz sienas vai kur citur. Katrs
attéls fikse kadu ejosa téla kustibas momentu, veidojot
nospiedumu sériju marsruta, pa kuru tu médz staigat un
kuru kads aspratis speciali tev sagatavojis. Tas ir tikpat
atjautigi un viegli ka taviem dadaistiem.

Kov: Zinu, tev patik vieglums vai, precizak, pavirsiba. Es
teiktu - ari attieksmé pret dzivi. Tomér gribéju parunat
par nopietnakam témam.

Vat: Par iedzersanu? Vai par laiku, par navi? — Kapéc gan ne,
lai notiek!

Kov:Tu smejies, bet man, domajot par laiku un navi, prata
nak rezignéetas holandiesu klusas dabas, stigu kvarteta

Quatuor pour la fin du Temps emocionala nopietniba...

Vat: ...un goda atdosana Prusta séjumiem.

Kov: Nedomaju, ka kaut kas nopietns tevi varétu saistit
maksla. Tomér negribu bat parlieku kritisks — kapéc gan
nerikoties tiesi pretéji nopietnibai, neatmest svinigumu
un neparvérst sos filozofiskos jédzienus operas butafo-
riju vieglpratiba, kas ka melodisku zestu mirstosajiem
muzikalas dramas varoniem, nodurtiem ar kartona
zobenu, vienmér |auj nodziedat vel kadu skaistu ariju
pirms naves.

Vat: Neesmu bijis opera, bet nekas nopietns tur nu gan
tieSam nevarétu but sastopams.

Kov:Varétu pat teikt, ka tada veida mums ir iesp&jams mainit
simbolu nostabilizéjusas nozimes.

Vat: Bérniba es kaut kada tada veida macijos tikt gala ar
bailém no tumsas...

Kov:Ja, tad jau ari tumsa vairs nebts draudigs, navi véstoss
simbols, bet uzaicinajums uz kadu spéli.

Vat: Spéli ar jatam, pieméram, bailem?

Kov:Spéles médz buat dazadas.

Vat: Tas tiesa. Tas var spélét kaut vai izstazu zalés. Atceros,
kad saku iet skola, tante mani vazaja lidzi pa gleznu
izstadém - es spéléjos, veicot zigzagveida kustibu pie
gleznas, lidz spéju izlasit nosaukumu, tad atpakal,
censoties atrast piemérotako skatu punktu. Jasaka gan,
ka péc kada laika man apnika lasit nosaukumus, lielu
dalu gleznotajus ari varéju pazit.

Kov:Bet ir ari labi makslas darbu nosaukumi. Ja reiz runajam
par pagatni - pirms vairakiem gadiem, tas bija 90. gadu
sakuma, kads musu pasmaju filozofs sméjas par
nosaukumu “Jatas”, kurs bija dots darbam, kas
sastavéja — ja pareizi atceros - no metala lodém un
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stikla virsmas uz tam. Man toreiz skita, ka sis jédziens
lieliski darbojas ka tresais darba elements.

Vat: Ek, jutas vispar vajag sadalit elementos jeb atomos un
aizspert ka tadu futbolbumbu.

Kov: (ar smaidu) Ta, skiet, ir kada cita spéle.

Vat: Vienalga, parunajam par kaut ko vienkarsaku.

Kov:Tava karta izvéléties.

Vat: Gribétu kaut ko vienkarsaku, pieméram, ogles vai govis.
Kapéc gan tie nevarétu but interesanti?

Kov:Kada zina interesanti?

Vat: Nu, iedomajies, ka govs péksni atrodas pilsétas centra
pie... pie operas teatra ar visam tam baltajam kolonnam,
figaram un zirgiem uz jumta... - vai ka govs attéls
ienem TV kastes ekranu izstazu zale, vai ka...

Kov:Tas batu paradoksali vai vienkarsi smiekligi?

Vat: Zini, pilséta vienmér ir pretstats laukiem. Tatad, tas butu
tads smiekligs pretstats.

Kov:Ja, pilsétu un laukus nodala laika atskiriba. Pilsétas laiks
nozimé tas atrasanos pasaules laika zona, kas paradas
tados parametros ka informacijas pieejamiba, jaunako
zinu, dazadu materialo labumu, pieméram, delikatesu,
arhitektaras stilu, dzivesveida iezimju izplatisanas un
ienaksanas atrums.

Vat: Ja, bet neparspilé, tagad domaju, ka atskiriba ir cita;
atceros, tu pats man skaitiji $is rindinas: "B gepesHe
60r XuBeT He Mo yrnam, Kak QymMaloT HacMewWwHnKH,

a ecrogy..."

Kov: Gan viena, gan otra gadijuma tas ir cilvéks, kurs izjat
laiku, dievu vai vienalga ko. Varbat, dzivojot pilséta, vins
savpata makslinieciska veida atceras laukus, kur,
iespéjams, pavadijis bérnibu.

Vat: Ari es atceros laukus - ka iesakas karsta vasaras diena,

kad pie horizonta no rita paradijas balti, divainas
formas makonisi, kas tomeér neizvértas negaisa; vai
ari — ka negaiss mani tomér reiz parsteidza, kad
spécigs véjs péksni saka dukt augstu gaisa, koki saka
trakot, lielas lietus lases spéji saka grabét, saka
plakskinat pa lapam...

Kov:Tavas atminas par bérnibu ir ka bilzu un skanu galerija...

Vat: Ja, skanas; bildes un skanas. Skana diemzél daudziem
skiet tikai nebltiska piedeva bildei, ta biezi ir tikai tads
muzikals pavadijums.

Kov:Ka baroka koncerta pavadijums augstmanu maltitei, ka
domasanas pavadijums cilvéka runai, filozofi kadreiz
radija teorijas, kuras aprakstits, ka valoda sme| savu
nozimi $aja nerimstosaja mentala fona straumé... vai ka
viegla, neuzkritosa muzika kadam makslas darbam, starp
citu, ari ka ikdienas troksni — tam, ko tu man saki.

Vat: Bet man patik ikdienas troksni, tie visi ir valodas:
muzikalas melodijas, aprauti sarunu fragmenti, skanas,
kréslu atbidisanas skanas, glazu skindésana. Ta ir ista
valodas mazika.

Kov:Valodas muzika drizak ir valodas utopija - jégas mazikas
utopija, kas nozimé, ka sava utopiskaja stavokli valoda
atsvabinas, més pat varétu teikt, nodod savu dabu tiktal,
ka parvérsas par neierobezotu skanu audumu, kur tas
semantiskais mehanisms zaudé realitati.

Vat: Lai ta batu utopija! ledomajies, ka lidzigi ka ikdienas
norisu skaniskie iespaidi ienak masu sarunas, ta masu
sacerétas skanas var veidot attélu.

Kov:Tu gribi teikt, ikdienas skanam iespaidojot valodas
nozimju lauku, rodas jauna jéga, un lidzigi masu radita,
pieméram, elektroniska mazika, var noteikt un vadit -
ne vairs tikai pavadit - vizualo attélu.
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Vat: Esmu noguris. Nobeiguma tu varétu pateikt kaut ko
nozimigu, lielu, plasu. Kas ir maksla? Kas ir Latvijas
laikmetiga maksla?

Kov: Lielo stastu laiks tacu ir beidzies!

Vat: Tad izstasti kadu mazo statu.

Kov: “Kas ir maksla?” ir slikts jautajums, bet Latvijas maksla
lielie stasti — vismaz ka tos kadreiz saprata - patiesam
beigusies vai ari nav pat isti sakusies. Feminisma vai
sociali-politiskas kritikas diskursam piederosie temati seit
gandriz nemaz nav sastopami.

Vat: Par kaut ko tacu maksla runa, vai vismaz - kaut ko tacu
ta parada?

Kov:Reprezentacija ir tas, par ko maksla runa, bet “parada” -
tas ir kas netveramaks. Ta¢u mani $aja gadijuma interesé
kas cits - ja skatamies uz fotografiju vai kadas
videokameras fiksétu attélu, tad reprezentétie objekti
vairs nepieder lielajiem stastiem, bet drizak gan ir kadas
atomaras pasaules elementi. Tie var bat nakti izgaismoti
koki, kada istaba vai masina ar nejausiem sievietes sejas
atspulgiem aizmugures skata spoguli, kads nieks uz
tualetes galdina...

Vat: Un kas siem “elementiem” ir kopigs, vai tie visi ir kaut
kas “mazs"? Varbat vienkarsi parasti, prasti vai
nepiedienigi?

Kov: Né, kapéc, pasi darbi varétu bat lieli, pieméram, ka
tornis, veidots no...

Vat: ...malkas pagalém un oglém.

Kov: Un, starp citu, oglém, kurtuvém piemit sava intelektuala
gaisotne... '

Vat: Nu, ja - ka kadreiz stastija viens tavs intelektualais
draugs, tas transcendentalais konceptualists, vai ka vinu
tur. Piesakas darba katlu maja, bet sastop...

Kov:Zinu o stastu. Kadreiz vidéji katlu maja varéja atrast vai

nu juristu, vai rakstnieku, vai zinatnieku,; gan ar zinatnu
kandidata, gan ari ar doktora gradu... Bet maksla sie
materiali un lielie izméri ieziméja intelektualu protestu;
tad mainijas laiki, protests — pret ko gan? - ieguva
ironijas plivuru, rezignacijas garsu.

Vat: “Plivuru”, “garsu”... Es jau teicu, ka taja ir kaut kas
nepiedienigs - tas, ko slépjam.

Kov: Nepiedienigs? Es drizak teiktu “intims”, kas tiek
padarits publisks. ledomajies stastu, kura darbiba notiek
kada gulamistaba, bet ta, lai tas butu redzams no ielas.

Vat: Nocelt majai sienu nost, ta tu doma?

Kov:Vai projicétu uz nama sienas, fasades logos, aiz kuriem
norosinas musu ikdienas dzives skati, kas parasti tacu ir
aizkaru aizsegti.

Vat: Parsvara aizsegti — kops laikiem, kad arzemju “vigikus”
skatities naktis bija aizliegts.

Kov:Varbut tiesi tapéc, ka masu ikdienas telpa ir parak
piepildita ar visam $im runam par sociali un politiski
aktualiem tematiem, makslinieki savus Zestus publiskaja
telpa veic ka intima, personiga atklasanu, paradot to
musu dzives aspektu, kas lidzigi ikdienas valodas
lietojumam ir pamata citam - gan vizualajam, gan
verbalajam - nozimém.

Vat: Kas tad paliek pari ka makslas Tpasa, raksturiga iezime? —
Ne jau nu savas netiras velas mazgasana uz ielas?

Kov:Pari paliek - mazie stasti un ironiskas noskanas.

Vat: Pasminét par visu?

Kov:Kapéc tikai pasminét. Ironija var bat daudzveidiga, pat
tada, kas vispar neietilpst jédziena “ironija”.



Vat: Lai batu ta. Es ari varu visu ko iedomaties, atceréties un
teikt, ka, nu taja...

Kov:...domu telpa?

Vat: Ja, taja domu telpa it viss ir labak redzams. Bet vai tas
nav tikai iztéles auglis? Kas 3eit ir isteniba?

Kov:Nezinu, ka lai tev isti atbild... Laikmetiga maksla vispar
aicina “palukoties uz redzésanu”, bet pats redzésanas
veids un maksla redzamais Latvija, skiet, ir kaut kas tads
trans-cen-den-tals!
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B ubnov: What are you mumbling about?

Satine: Words... And then there’s — trans-scendental...
Bubnov: What's that?

Satine:Dunno.. I've forgotten...

(Maxim Gorky — The Lower Depths)

| was once travelling on a train when | overheard a
conversation. One of the participants was stupid-stupid and
in a quilted jacket, the other - clever-clever and in an
overcoat. They sit and drink. They have a bite to eat and
immediately pour some more drinks. Stupid-stupid takes a
drink, clears his throat and says: “Oh! That was good, darn
it!” But clever-clever takes a drink and says: “Trans-cend-ent-
ly!" And in such a ceremonial voice! Stupid-stupid takes a
bite and says: “The s-snacks we've got today — words can‘t
describe it! Snack “I'm asking you please”!.. But clever-clever
chews and says: “Ye-e-s... Trans-cend-ent-ly!”

| sense a certain tension between these two positions,
which was not actually present in the given situation. |
imagined one to be an artist and the other a critic who
comments in his unbearable dialect on such simple things as
having a snack and a drink. (Perhaps they really could only
understand each other with the help of a bottle of vodka.)
For me this tension that can be sensed between the simple
and object describing approach as opposed to the trans-
cend-ent-al approach reminds me of a musical interval (I
imagine that the conversationalists | overheard in the train
were stretching their words a little musically.), which when
played for as long as you like, allows you to sketch your
thoughts in the invisible space of the imagination.

We often begin games of imagination with the words
imagine... and we draw what we cannot grasp by direct
observation and these only imaginary lines are often more
pronounced than what is actually seen as they emphasise the
characteristic marks of the object of thought. Here, however,

the transcendental aspect of things (I call transcendental all
cognition that generally deals not so much with objects but
with the way of cognition of them inasmuch this has to be
possible a priori) would be preserved mainly in the ironic
sense — as a description of an overly clever, perhaps even a
somewhat reflective approach. Perhaps also - | will use a
favourite example of mine - like the emperor Kublai Khan'’s
known disbelief of the young Venetian Marco Polo’s reports
on invisible cities. However, Marco Polo’s descriptions for the
emperor contain such fine detail that not even a termite
could bite into it - it couldn’t bite into it probably because
the cities were invisible. | would like to offer such an
“invisible” description of Latvian art, which | shall imagine in
the form of a dialogue but the participants | will simply call -
Quilted Jacket and Overcoat (Qui and Ove for short); you will
recall who was stupid-stupid and who was clever-clever.

Of course this does not have to be taken too literally - |
remember a conversation in a food shop. A shopper came in
wearing a quilted jacket and boots, a typical casual worker,
and asked the sales assistant something... He replied in the
usual course way: “Can’t you read?!” The worker was silent
and then calmly replied: “I can.” And then added: “In seven
languages...”

Qui: | would like to list the things, events and feelings, all
that I've seen and remember from all these exhibitions,
openings and conversations in cafés.

Ove: But contemporary art makes uses of the most diverse
means of expression, materials and media. And then
there are movements and influences. We need a
definite method of analysis in order to find our way in
this diversity and to arrange it in a logical way.

Qui: I'm interested in facts.
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Ove: Doesn’t the way you perceive and remember them

Qui:

Ove:

Qui:

Ove:

Qui:

Ove:

Qui:

change those very facts?

Did the fact exist? Yes... But a fact is also a fact...
When faced with the facts, so to speak... Put simply,
when | look at artists’ works, some things speak to me,
they seem to be interesting and bring to mind various
words...

...notions. But what is the criterion for this interest of
yours — simply a subjective feeling?

How | assess art?— Well, just by looking, gathering
experience if you will. And yet, if | say “interesting”,
even though it's interesting for me, there’s also an
element of interest for you. In other words, you can
always imagine something and then retell what you've
seen in your imagination.

Please explain more precisely!

What I've seen evokes a word, a feeling. It's like a song
that | don't really remember and then | try to whistle it
to myself in various ways until, lo and behold, | get it!
We could say that your imagination produces variations
that at the same time mark out the possible space of
meanings or, generally speaking, a characteristic feature
of some specific artistic movement, if you agree with
such a designation. But please carry on...

You know | don‘t like those clever clogs, all those
different philosophers, those Steins and Gers... And one
night | had this dream — cockroaches crawling up the
walls! | look closer and each one had some kind of tag
with the names of those philosophers! | woke up
dripping with sweat. I'm now thinking perhaps I've seen
something like this before. If that were the case then
I'd say — interesting albeit horrible...

Ove:

Qui:

Ove:

Qui:

Ove:

Qui:

Words, by the way, are not as innocent as you might
think.

Yes, letters are cut out from newspapers and used for
writing anonymous letters. That was so in old detective
films but now there is the net and such like... At one
time we used to save old newspapers and take bales of
them to the waste paper collection point, now | don't
even read them - there are too many supplements and
pictures. The paper is glossy and is not really suitable
for the fireplace.

But letters are letters. They are also valuable because
with their help knowledge can be recorded. In their way
a symbol of wisdom.

Yes, if you stack the bales of newsprint you get a
ziggurat, a castle of letters of wisdom! But if they get
wet they don’t burn very well for the same reason as
with the colour pages.

What are colours anyway - just the specific use of the
names of colours just like the rules of grammar. At one
time art was the art of colours but now... Perhaps there
is some kind of unclear meaning in their selection; for
example, | have a book of Edward Lear’s limericks. The
English word “green” is good for rhyming and Lear has
also used it in several verses. | don't know whether it's
a coincidence or not but the cover is also green. It
could be the same thing with the choice of colours in
art — if not metaphysical the at least coincidental - in
order to preserve at least the meaning of colours.

I'd choose some bright colour for all my works. | like
happy colours, especially orange. I'm thinking of orange
balloons... As a child | made up various words with this
colour for example, “Orangifier”. | also remember a
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Ove:

Qui:

Ove:

Qui:

Ove:

Qui:

Ove:

Qui

song, only the first few lines, mind: “Orange mothers,
orange fathers, orange children are singing orangely...”
| know the one. A friend of mine called it the first work
of Soviet Dadaism.

Yes, yes. It means taking something and doing the
opposite of what your supposed to do with it. Turning a
glove or something else inside out, a boat for example!
How do you turn a boat inside out? What would it look
like?

Well, take a boat and paint it the wrong way round.
(Paint the inside as if was the outside and vice versa.) |
can imagine Dadaist architecture - it would be fluffy,
very jolly and lovely.

| could imagine a model of a small building from soft,
fluffy material but a whole street?

Would | like a fluffy street? I'm not sure. Generally |
like going out to wander the streets when there are
others around me with their feelings and moods...

Yes, it's like going through a mesh criss-crossed by
looks of jealousy and desire, scorn and sympathy, love
and hate; where the former framework of words spoken
resides and where thoughts and longings are
interwoven in a secretive fabric that embraces the souls
of the passers-by. The street could be called a space of
poetic meaning or a place of wandering for the man in
the crowd; | shan't mention all those simulacra that we
strive to ignore and which fill the field of our visual
perception...

| don’t know anything about simulacra but imagine this.
Once | saw an interesting stencil. It was like a series of
graffiti, which | saw every now and then walking along
my daily route. When | remember it, the impression was

Ove:

Qui:

Ove:

Qui:

Ove:

Qui:
Ove:

Qui:

of some hero from an action movie or an ice hockey
player who was moving towards me and | felt as if was
in a large cinema.

Graffiti tends to differ but usually you don’t find it in
streets full of people...

But you can imagine it as a small, unobtrusive stencil
with which you can spray on a wall or anywhere else.
Every depiction records a moment of movement of
some walking image. These form a series of prints
along the route you tend to walk, which some witty
person has prepared specially for you. That's just as
ingenious and easy as your Dadaists.

I know you like lightness or to be more precise,
superficiality. I'd say in your approach to life too.
However, | wanted to talk about more serious things.

About drinking? Or maybe about the weather or death?
And why not, go for it!

You can laugh but thinking about time and death, |
recall the resigned Dutch still lifes, the emotional
seriousness of the string quartet Quatuor pour la fin du
Temps...

...and reverence for the volumes of Proust.

| don’t think you can have any serious interest in art.
However, | don’t wish to be too critical - why not
behave completely opposite to seriousness, discard the
solemnity and turn these philosophical notions into the
flippancy of opera props that, like a melodic gesture to
the dying heroes of a musical drama stabbed with
cardboard swords, are always allowed to sing another
beautiful aria before their death.

| haven’t been to the opera but you can't hope to find
anything serious there.
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Ove:

Qui:

Ove:

Qui:
Ove:
Qui:

Ove:

Qui:

We could even say that in this way we are able to
change the stabilising meaning of symbols.

As a child | learned to overcome my fear of the dark in
a similar sort of way...

Yes and then the dark will no longer be a menacing
symbol heralding death but an invitation to a game.

A game with one’s feelings, death for example?

Games tend to come in all sorts of shapes and sizes.
That's true. They can even be played in exhibition halls.
| remember when | started going to school my aunt
would drag me with her to various exhibitions of
paintings. | would play by moving towards a painting in
a zigzag fashion until | could read the title and then
back again until | found the most suitable spot for
viewing. | have to say that after a while | got fed up
with reading the titles (I could also recognise a great
many of the painters).

But there are also good titles of artworks. If we are
talking about the past, several years ago (it was about
the beginning of the 1990s) one of our homegrown
philosophers was laughing about the title “Feelings”,
which had been given to a work that, if | remember
correctly, consisted of metal spheres and a glass surface
resting on them. At the time | thought this notion
worked very well as the third element of the work.

Ah, feelings anyway should be split into elements or
atoms and booted away like some football.

Ove: [smiling] That, | think, is a different game.

Qui:

Whatever, let's talk about something simpler.

Ove: Your turn to choose.

Qui:

Ove:

Ove:

Ove:

Qui:

QOve:

Qui:

I'd like something simpler like, for example, coal or
cows. Why can't they be interesting?
In what way interesting?

i: Well, imagine a cow has suddenly appeared in the city

centre... by the opera with all those white columns,
figures and horses on the roof... or if the image of a
cow occupies the screen of a TV in an exhibition hall, or
that...

Would that be paradoxical or just ridiculous?

i: Youknow, the city is always the opposite of the

countryside. So it would be a ridiculous juxtaposition.
Yes, the city and countryside are divided by the
difference in time. City time means it is in the world
time zone, which is manifested in such parameters as
the access to information, the latest news and various
material benefits for example, the distribution and
speed of the appearance of the signs of fine foods,
architectural styles and lifestyles.

Yes but we shouldn’t exaggerate; | now think the
difference lies in something else. | remember you
yourself once quoted these lines: “In the countryside
God doesn’t live in corners as the scoffers would have it
but everywhere..."

In both cases it is the person that senses time, God or
anything else. Perhaps living in the city and in his own
inimitable artistic way, he remembers the countryside
where he may have spent his childhood.

| also remember the countryside; how a hot summer’s
day started out when in the morning, small white
strangely shaped clouds would appear on the horizon
but they did not develop into a thunderstorm; or once
when a thunderstorm took me by surprise - a powerful
wind suddenly began to blow cold air, trees began to



Ove:

Qui:

Ove:

Qui:

Ove:

Qui:

Ove:

go mad, rain drops began rattling loudly and splashing
on the leaves...

Your childhood memories are like a gallery of pictures
and sounds.

Yes, sounds; pictures and sounds. Unfortunately, many
people think that sound is only a minor supplement to
the picture; it's often only a kind of musical
accompaniment.

Like the accompaniment of a baroque concert to a
nobles’ meal, like the accompaniment of thinking to
people’s speech (at one time philosophers came up with
theories that describe how language draws its meaning
in this perpetual mental background stream)... or like
the light, unobtrusive music for an artwork and, by the
way, also like the everyday noises accompanying what
you are saying to me.

But | like everyday noises, they are all languages:
musical melodies, curtailed fragments of conversation,
the sound of a chair being moved, the clink of glasses.
This is real music of language.

The music of language is rather the utopia of language -
the utopia of the language of meaning, which means
that in its utopian state, language becomes liberated,;
we could even say that it surrenders its nature so far
that it transforms into an unlimited fabric of sound
where its semantic mechanism loses its reality.

Let it be utopia! Imagine that just as the acoustic
impressions of everyday events come into our conversa-
tion, so the sounds we compose can create an image.
You wish to say that as everyday sounds influence
language’s field of meanings, a new sense is formed.
And, like, for example, the electronic music we have

Qui:

Ove:
Qui:

Ove:

Qui:

Ove:

Qui:

Ove:

Ove:

created, we can determine and manage - no longer
merely accompany - the visual image.

I'm tired. To end you could say something meaningful,
great and expansive. What is art? What is Latvian
contemporary art?

But the age of great stories is over!

Then tell me some small story.

“What is art?” is a bad question but the great stories
in Latvian art - at least how they were once under-
stood - really have ended or haven't really begun. You
would be hard pushed to come across themes belong-
ing to the discourse on feminism or socio-political
critique.

But art is speaking about something, or at least it
shows something?

Representation is what art speaks about but what it
“shows”, that is something more intangible. However,
in this case I'm interested in something else; if we look
at a photograph or an image recorded by a video
camera, the objects represented no longer belong to the
great stories but are rather elements of some atomised
world. They could be trees lit up at night, a room or car
with the accidental reflection of a woman'’s face in the
rear view mirror, some trinket on a dressing table...
And what do these “elements” have in common, are
they all something “small”? Perhaps they're simply
ordinary, course or improper?

No, why? The works themselves may be large such as
towers made of...

i: ...firewood.

And coal by the way. Boiler rooms have their own
intellectual atmosphere...
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Qui: Well yes — as one of your intellectual friends once said,
that transcendental conceptualist or whatever you call
him. He went for a job in a boiler house but met...

Ove: | know that story. At one time on average in a boiler
house you could find either a lawyer, or a writer or a
scientist; with a candidate of sciences degree or a
doctorate. But in art these materials and large
dimensions signified an intellectual protest; then the
times changed and protest, protest against what? It has
taken on the shroud of irony, a hint of resignation.

Qui: “Shroud”, “hint”... | already said there was something
improper there, that which we are hiding

Ove: Improper? I'd prefer to say something “intimate” that is
made public. Imagine a story where the action takes
place in a bedroom but in such a way that it can be
seen from the street.

Qui: Removing a wall from a house you mean?

Ove: Or projecting stories from our everyday life normally
hidden behind curtains onto the wall of a building or
the facade windows.

Qui: Mainly hidden - since the days when it was forbidden
to watch foreign videos at night.

Ove: Perhaps exactly for the reason that our everyday space
is so full of all this talk about socially and politically
topical subjects artists make their gestures in the
public space as an intimate, personal revelation
showing that aspect of our lives that, like the usage of
everyday language, is based on other meanings, both
visual and verbal.

Qui: What then is left as the special, characteristic feature
of art? Surely not washing one’s dirty laundry in the
street?

Ove: What's left are the small stories and ironic intonations.

Qui: Taking a smirk at everything??

Ove: Why just smirking? Irony takes many forms. It can even
be such that it doesn’t fit into the sense of “irony”.

Qui: So be it. | can also imagine all sorts of things,
remember and say, well in that...

Ove: ...space of thoughts?

Qui: Yes, in that space of thoughts everything is more
visible. But isn’t that just a fruit of the imagination?
What is real here?

Ove: | don't really know how to answer you... Contemporary
art in general is an invitation “to take a look at seeing”
but the way of seeing itself and what can be seen in
Latvian art seems to be something trans-cend-en-tal!
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By6HOB. Tbl yero 6opmoyews?

CatwunH Chosa... A TO ewWweé ecTb — TPaHC-CUeeHTanbHbIN...

By6HOB. 310 4TO?
CaTunH. He 3Haw... 3abbin...

Makcum MNopbkrid. Ha oHe

OpHaxawl B noesfne A ycnbiwan oanH pasrosop. OguH us
y4acTHMKOB pa3roBopa Obin Takou Tynou-Tyrnou u B
Tenorpenke, BTOPOW — TakKoOU YMHbIN-YMHbLIA U B KOBep-
KOTOBOM nanbTo. OHWN CUAAT, HaNUBAaIOT M NbIOT. Tyrnou-
TYrnoun BeiNbeT, KPAKHET n rosoput: “Al Xopowo nowna,
KypBa!” A yMHbIA-YMHBbIA BbINbET N roBopuT: “TpaHc-UeH-
AeH-taneHo!” Wl Takmm npasgHndHbIM ronocom! Tynoun-
TYNnou 3aKkycbiBaeT u roBoOpUT: “3aky-ycka y Hac CcerogHs -
6neck! 3akycka TMna “A Bac yMmona”.” A yMHbIA-YMHbIA
Xyetr n ropoput: “[]-a-a-a... TpaHc-UeH-geH-TanbHo!..”

Al noyyBCTBOBaAN onpeneneHHoe HanpAXeHWe Mmexay
3TUMKU ABYMA NO3MUMAMMKM, KOTOPOro, ofHako, He 6bino B
naHHon cutyauuun. A npeacrasun cebe, YTO OANH U3 HUX
XYOOXHWK, @ APYron — KPUTUK, KOTOPbIe faxe O Takux
MPOCTLIX Bellax, Kak BbINMBKA W 3aKyCKa, N3bACHAIOTCA Ha
CBOEM HEeBO3IMOXHOM aunanekte. (BO3MOXHO, OHW NOHW-
MaioT ApYr apyra TONbKO Npu nomowmn 6yTbiNku BOAKW.)
MHe 370 HanpaXeHWe mexXxay ABYMA OTHOWEHUAMWU: Npoc-

camom pene. TpaHcUeHAeHTaNbHbIW acnekT Bewen (7 Ha3bi-
Bal TpaHcUeHAeHTaNbHbIM BCAKOE No3HaHne, 3aHUMalo-
ujeecs He CToNIbKO rnpeamMeramMmu, CKOSTbKO BUOQaMn Hawero
No3HaHUA nNpeamMeToB, NOCKObKY 3TO MO3HaHMe QOJIXKHO
6bITb BO3MOXHbBIM @ priori) 30€cb 3By4UT B OCHOBHOM
MPOHWYECKU — KaK obo3HaYeHmne 3ayMmHOro,BO3MOXHO,
HeMHOro pednekTupylowero oTHoweHWA. MoxeT, Takxe —
YyNOMAHY MOW n3nobneHHbIn NPUMEpP — 3TO MOXOXe Ha
n3BecTHoe Hesepue umneparopa Kybnaun-xaHa coobuweHmnam
mMonofgoro seHeunaHua Mapko Mono o HeBUANMBbIX
ropogax. OgHako B onucaHuax Mapko lMono ana nmnepa-
TOpa NOABNAETCA PUINIrpaHb CTONb TOHKOIO PUCYHKA, YTO
ero He cMor 6bl yKyCUTb TEPMUT — He CMOT Bbl YKYCUTb,
BEPOATHO, NOTOMY, 4TO ropoaa HeBuauMbIl. A xo4y
npeacTaBuTb Takon o63op “HeBMAMMOro"” B NaThbIWCKOM
NCKYCCTBE, U Nokaxy ero B oopme ananora, a y4acTHMKOB
ero Has3oBy NpocTo — Tenorpenka n KoeepkoTosoe NanbTo
(cokpaweHHo—- Tenn u KoB), Bbl BCNOMHUTE, KTO TaKOW Tynowu-
TYNOW, @ KTO — YMHbIN-YMHbIWA.

KoHe4yHO, cka3zaHHOe HeNb3A NOHUMaTh CINWKOM
6ykBanbHO — NOMHIO OAWH Pa3roBOp B racTpoHOMe.
3awén nokynarens B Tenorpenke v canorax. TUNUYHbIA
pasHopaboymuu. Yro-To cnpocun y npogasua... lMpogaseu
pearupoBan ¢ obbiyHou rpybocrteio: “Yutate ymeewsn?!”

TbiM, ONUCLIBAIOWWM NpeamMeTbl N TPaHC-UeH-AeH-TanbHbIM, PazHopabo4ymit nomonyan. 3atemM OTBETHUS CTOKOMHO!
BUOWUTCA My3blKaNbHbIM MHTEPBaNoOM — A NpeacTaenAi, Kak

y4acTHUKWM yCnbIWaHHOro B noesfe pasrogopa pacrtarvealT

“Ymer.” N npobasun: “Ha cemun A3bIKax...”

CNnoBa HEMHOI0O MYy3blKanbHO —, 1 OH MOXET 3By4YaTb CKOMb E%
yrooHo gonro, nasaA BO3MOXHOCTb Aenatb HabpoCKn CBOUX
MbICNen B HE3PUMOM NpoOCTpaHcTBe BoobpaxeHuna. Urpy
BOOOpaxeHWA Mbl 4acTO HaYMHaeM COBaMW Mpeacrass
cebe... U pucyem B HEM TO, YTO HEOOCTYMHO NPAMOMY
BOCMPUATUIO, HO 3TU NUWb BbIOYMaHHbIE NUHUWN 4acTo
ObiBalOT BbipasuTenbHee, ApYe BbICBEYNBAA XapaKTepHble
4YepTbl 3aQymMaHHOro npeameTa, 4eM BOCMPUHATOrO Ha

Bart: A xo4yy nepeyncnuTb Beww, cobbiTUA, owyweHNA -
TO, 4TO BMAEN WU NOMHIO NOCNe BCeX 3TUX BbICTABOK,
OTKPbLITUA U Pa3roBopoB B kade.

Kos: Ho B coBpeMeHHOM WCKYCCTBE UCMONb3YIOTCA CamMble
pasHblie cnocobbl BbipaXeHWAa, MaTepuans! U Macc-
meana. N ewé — HanpasneHnAa, BNUAHWA. HyxHa



onpepenéHHan MeToamka aHanusa, 4yTobbl OpUeHTH-
poBaTbCA B 3TOM pa3Hoobpasnum n Nnornyeckun ero
CTPYKTYpPUpPOBaTh.

Bar: MeHA nHTepecyloT hakTbl.

Kos: Pazee TO, Kak Tbl UX olWylaews N NOMHULWb, He
MeHAeT camun hakTbl?

BaTt: @akT 6bin? bbin... A ¢pakT — OH 1 ecTb ¢hakT... llepen
akTOM, Kak roBopuTtca, toro...llpowe roBopa, Koraga
A CMOTPIO Ha paboTbl XyAOXHWUKOB, Kakne-TO Bewm
MEeHA 3afeBaloT, KaXyTCA UHTepPeCcHbIMMW, Bbi3bIBAIOT
B NaMATWU pa3Hble CNoBa ...

KoB: ... NOHATUA. HO KakoB KpUTepun TBOEro nHTepeca -
TONbKO CybbeKTUBHOE ollyuweHne?

Bat: Kak A oueHnBaw NCKyccTBO? — Hy, TONbKO CMOTPIO,
Hakannuealo onbIT, Tak cka3aTtb. W, onHako, ecnn A
ropopio “nHTepecHbIn” — naxe TONbKO MHe UHTepec-
Hbll, UMeeT NPUBKYC UHTepecHOoro n tebe. NHbiMK
CNOBamMu — BCEraa Xe MOXHO 4TO-TO NpeacTasvuTb U
onucaTtb TO, 4TO BUaen B CBOEM BoobOpaxeHun.

KoB: O6bACHKW, NnoxXanyncra, TouHee!

Bar: YBuaeHHoe Bbi3biBaeT BO MHE KakKoe-TO CNoBo,
owylweHue — 3TO KakK NecHA, KOTOPYIO He MOTy TOYHO
BCNOMHWTb, U HAYNHAIO HAaCBUCTbLIBaTh Ha pa3nNunyHbie
naasel, Noka, on, 1 BCNoMHUNacs!

Koe: MoxHO cka3aTh, 4TO TBOE BoobpaxeHune npeanaraer
Bapvauuun, KoTopble OAHOBpeMeHHO 06pUCOBLIBAIOT
NMPOCTPAHCTBO BO3MOXHbIX 3Ha4eHun unu obobuweHHo —
KaKyl0-TO XapakKTepHYIO YepTy, eCnn COrnacuTbCA ¢
3TUM onpeneneHnem, HeKon XynoxecTseHHoOWn
npuHaanexHocTn. OgHako npogonxamn...

Bar: 3Haews, He nwbnio 3TUX 3HaeK - punocodos BCAKUX, —
WTEeNHOB U reppoB... 1 BUXY Kak-TO HOYbIO COH:

Kos:
Bar:

Kos:

Bar:

Kos:

TapakaHbl no creHe beryT! MNpurnapenca — y Kaxaporo
4YTO-TO Bpoae OGUPKKM UNK Yero, a Ha HUX — 3TUX
thunococos umeHa! MpocHynca Becb B XONOAHOM
noty. Tenepb AymMaio, MOXeT, Ha KaKoW BbICTaBKe YTO-
To Takoe Buaen. Ecnu Tak, ckasan 6bl — UHTEpPeCHO,
XOTA WU NPOTUBHO...

CnoBa, mexay NpoYuMm, He CTONb YX HEBUHHBI.

[la, Bbipe3aHHble U3 raset 6ykBbl MCNONbL3YIOT ANA
aHOHUMHbIX NUCEM — XOTA 3TO BbINO TONLKO B CTapbIX
NeTeKTUBHbIX PUNbMax, Tenepb UHTEPHET U BCEé
Takoe... KOraa-To raseTbl XpaHWunu, cknagbiBanu
Kunamu U cnaganu B makynaTtypy, Tenepb A Ux gaxe
HE YATaK — CNNWKOM MHOI0O BCAKUX MPUNOXEHWNA,
KapTuHok, bymara 6necrawan —Ha pacTonky NeyYykun He
OY4eHb-TO FOAMUTCA.

Hy, 6ykebl ocTtatoTca 6ykBamu. B 3TOM-TO 1 3aKnio-
4YaeTCA UX UeHHOCTb, YTO € UX MOMOLWbIO MOXHO
pukcMpoBaTh 3HaHWA. ITO CBOEro pofga CMMBON
MYyApPOCTH.

la, cobpaTtb Kunbl CTapbix raseTt B Takylo Ky4yy —
akKypaT 3uKKypaT nony4mTbca, 3amok 6yke myapocTu!
A ecnwn 3auMeTCA, TO rOpUT NNOXO — TakKXe Kak u3-3a
UBETHbIX KAPTUHOK.

YT1o BOOOWeE ecTb UBETA — TONLKO OnpenenéHHoe
NCNoNb3oBaHWe Ha3BaHWNA LUBETOB rpaMmMaTUYecKmnx
npasun. Korpa-to nckycctBo 6bINo MCKYCCTBO LBETA, a
cenyac... Moxert, B ux Boibope ectb HeKoe
HeonpenenéHHoe 3Ha4yeHne, HanpumMep, y MeHA ecTb
KHUXWUa numepuk 3asapaa Jlupa — B aHMMUNCKOM
A3blKe Xxopowo pucmyetca cnoeo “green”, n 3To OH
ncnonb3oBan B nape CTUXoB. He 3Halo, HAPOYHO UK
HeT, HO 0bnoxka KHUXuUbl ToXe 3enéHasn. Moxoxum
MOXeT 6bITb 1 Noabop LBETOBB UCKYCCTBE — €CNN He
mMeTadm3nyeckmin, To XxoTa 6bl Cny4YanHblil — YTO6BI
XOTb KakK-TO COXpPaHWUTb 3Ha4YeHne LIBETOB.



Bar:

Kos:

Bar:

Kog:

Bar:

Koe

Bar:

Kog:

fl 661 AnA Bcex cBoux paboT Buibpan Kakon-HUBYabL
APKWWA UBeT. MHe HpaBATCA Becénble uBeTa, 0CobeHHOo —
OpaHxeBbln. MpeacTasnao — opaHXeBble WapuKkum...

B netcTtee npuaymbiBan pasHbie cnoBa ¢ 3TUM UBETOM,
Hanpumep, “OpaHxuposuwunk”. MomMHIO eweé Takyio
NecHio, Hy, NpaBaa, TONbKO NepBbie CTPOYKU:
“"OpaHXxeBble MaMbl, OPaHXeBbIe Narkl, OPaHXeBble
Adetun opaHxeso norrT..."

Al 3Hal0 3Ty NecHio, oANH MOW Opyr Ha3biBan &é
NepebiM COBETCKMM fafancTcKUM npousseneHuem.
Aa-na, 370 3Ha4YMT B3ATL W CcAenaTh YTO-TO Haobopor,
He Tak, Kak NPUHATO. BbiBEPHYTb Nep4aTKy HausHaHKY
Mnun ewe 41o-Hnbynsb..., Hanpumep — noaky!

Kak MOXHO nofKy BbIBEPHYTb HaU3HaHKY — KaK 3TO
OyneT BbirnAneTs? :

Hy, 6epéws noaky n kpacuwb eé Hao6opoT (BHYTpM
Kak CHapyxwu, a cHapyxu kak BHyTpu). MNpeacraenaio
cebe nanancTckylo apxuTekTypy — oHa 6bina 6bl
NYWWUCTON, O4eHb PAadOCTHON U MUNOMN.

Mory npeacraeuTte MakeT He6ONBLWOro 3qaHNA U3 Ny-
WUCTOro matepuana, a ecnun BCA ynuua 6eina 6bi Takon?

MoHpaeunack 661 MHe Nywunctas ynuua? He 3Haio,
BoOGWeE MHe HPaBUTLCA BbIXOAUTL Ha ynuubl, 6poanTs
NO HUM, KOrga BOKPYr MeHs apyrue nioau, nx
OWYyWeHNA N HaCTPOEHMA...

fa, ynuua - 3To KaK TkaHb, CrIeTeHHaA U3 B3rnAnos,
M3 B3rNAQOB CTPACTHbIX, 3aBUCTNNBLIX, PE3PUTENbHbIX,
cocTpagamouwmnx, MoboBHbIX, HEHaBUOAUINX, N3 CTapbiX
C/I0B, AYyX KOTOPbLIX OKaMEHEs, N3 MbICen,
CTPeMNeHWNNA, 3TO TaNHCTBEHHaA NneneHa, oOKyTbIBaloulas

Bar:

Kos:

Bar:

Kos:

Bar:

Kos:

Aywn npoxoxux. YNuuy MOXHO Ha3BaTb NPoCTpaH-
CTBOM MNO3TUYECKOro 3Ha4YeHMA UNN MECTOM CKUTaHWI
4YenoBeka TONMbi; A He roBopIo yxe 060 Bcex Tex
CUMYNAKPax, KOTopble Mbl CTapaemMcs He BUOeTb U
KOTOpble 3arpoMoXaaloT none Hawero BMU3yansHoro
BOCMNPUATUA...

Mpo 3T CUMYNAKPBLI HAYEro He 3Halo, HO NnpeacTasb
TONbKO, OAHaXxAabl BUAEN MHTEpPeCcHbIn TpathapeTHbIn
oTneyaTok. Takoe cepuinHoe rpacuTun, KoTopoe A
nepuoan4eckn 3amevan, XoaA No ceoemy
exenHeBHOMy mMmapwpyTty. BneyatneHue, korga 3to
BCMOMUHalO, Takoe — byaro kakon-To repon Hoesuka
NN XOKKEWCT NBUXETCA Ha MeHA, a A ceba yyBCTBYIO
Kak B 6bonbwom KMHoTeaTpe...

FpacbcpuTi 6GbIBAIOT pasHble, XOTA O6bLIYHO He
HAaXOOATCA Ha OXMBNEHHLIX ynuuax...

A Tbl Nnpeactaeb cebe 310 kak Hebonbwon, Hebpockuii
Tpadaper, Yepes KOTOPbIN UX MOXHO BbIOYTb Ha CTeHY
unu 4To-To eweé. Kaxnoe nsobpaxeHune chukcupyer
Kakowu-To MOMEHT ABmuxyueroca obpasa, obpasyn
cepuio oTne4yaTkoB NO BCEMY MapuwpyTy, MO KOTOPOMY
Tbl MOXeWb XOAUTb U KOTOPbIA cneunansHo ana Teba
NPUroTOBUA KaKOW-TO OCTPAK. 3TO TakXe OCTPOYMHO M
Nnerko, Kak v y TBOMx 0anancros.

3Halo, Tebe HPaBUTLCA NErkKoCTb UMK, TOYHEe, NoBepX-
HOCTHOCTb. fl 6bl CKa3an — U B OTHOWEHUU K XU3HMN.
OnHako A 6bl xoTen NnorosopuTs Ha Honee

CeépbEé3Hble TeMbl.

Mpo BbiNueky? Nnu npo BpemMsA, Npo cMepTb? —
Moyemy 6bi 1 HeT, Banan!

Tbl cMe€wbcA, a MHe, Korga A Aymaio npo BpemMs w
CMepTb, Ha YM NMPUXOAAT pe3nHbupylowme



Bar:
Kos:

Bar:

Kos:

Bar:

Kos:

Bar:

Kos:

BaT:

ronnaHackue HaTipPMOpPTbl, IMOLMOHaNbHaA CTPOrocTb
cTpyHHOro keapterta Quatuor pour la fin du Temps...
...M KaK oTgasaTtb YecTb Tomam [lpycra.

He nymaio, 4to Teb6A MOXeET NpuBneKaTb 4YTo-TO
cepbé3Hoe B uckycctee. OnHako He xouy BbiThb
CNAUWKOM KPUTUYHBIM — noyemy Bbl U HE NOCTYyNaThb B
NONHOW NPOTUBOMNONOXHOCTU CEPLE3IHOCTU, He
OTHPOCUTL TOPXKECTBEHHOCTb N HE NPEeBPaTUTL 3TH
chunocodckme NOHATUA B NErKOMbICNIEHHOCTL ONEPHON
6yTachopum, KoTopas, Kak 6bl nenas MenoanYHbIN
XeCT YyMUPAWNM repoaM MysbikanbHou Apamel,
3aKONOThbIM KapTOHHbLIM Me4yoM, BCerna AaeT um
aoneTb KPacuBylo apuio nepen CMepTbio.

He 6bin B onepe, HO HUYEro cepbLe3HOro Tam TOYHO
Henb3A BCTPETUTH.

MOXHO flaXe CKa3aTb, 4TO Takum obpa3om Mbl MOXEM
W3MEeHWUTb 3aKpenuelInecs 3HaYeHnAa CUMBONOB.

B neTcTBe A KaKMM-TO MOXoxum obpasom nbiTancs
n36aBUTLCA OT CTpaxa TEMHOTbI...

[la, Torna n TeMHoTa yxe He byneT BpaxaebHbiMm,
HeCcywmum cMepTb CUMBONIOM, @ CTaHeT nNpurnaweHvem
Ha Kakylo-To urpy.

Ha urpy c yyBcTBamM#u, Hanpumep, co cTpaxom?

Nrpbl MmoryT 6biTb CAaMbIMKW pasHbIMW.

370 TOYHO. B HUX MOXHO UrpaTh XOTb B BbICTABOYHbIX
3anax. MomMHI0, KOrga Noweén B WKony, TéTA MeHA
Tackana no BCAKWUM BbICTaBKaM KapTuH, — A 3abas-
NANCA TEM, YTO BblAENbiBan 3ursarn nepen KapTUHoOW,
noka He NPoYMTbIBan Ha3BaHue, n obpaTHO, NbITaACkb
HaWTKU HaUNy4YWn yron 3peHna. Ho HYXHO CKas3aTb,
YTO BCKOPE MHEe HAacky4ywuno 4ynutaTb HasBaHuWA
(6onbluyto Y4acTb XYAOXHWUKOB A TOXe y3HaBan).

Koe: Ho eCTb 1 XOpoliMe Ha3BaHWA XyNoXecTBeHHbIX paborT.
Pa3 yX Ha4yanu roopuTb O NPOLWNOM — HECKONBKO neT
Ha3an (3To 6bIN0 B Hayane NeBAHOCTLIX) OAWMH Hal
MecTHbI chunocod cMeanca Haa HassaHwem “Yyscrea”
koTopoe 6bino npucBoeHo paboTe, cocToAWeEN — ecnu
A NPaBUNbLHO NMOMHIO — U3 MeTannn4yeckux Wapos v
CTEKNAHHOW NOBEPXHOCTN Ha HUX. MHe Torga nokasa-
f0Cb, YTO 3TO NOHATUE NOTPACaloWe NOAXoAUT B
KayecTse TpeTbero 3nemeHTa paboTsl.

Bar: Jx, yyBcTBa BoOGWeE HANO PasnNoOXWUTb Ha 3MEMEHTbI UK
aTOMbl W OTWBBLIPHYTbL Kak 3aaknit pyTbonbHbLIA MAY.

Kos: [c ynbiBKoW] 3TO, Nnoxoxe, Kakaa-To Apyraa urpa.

BaT: Bcé paBHO, NOroBOPUM O YéM-HMbYabL NONpoOLe.

Kos: TBosa oyepenb BbibupaTh.

Bart: XoTenocb 6bl 0 4éM-HMOYAL Nonpouwe, Hanpumep, o
Aronax unu koposax. Moyemy oHun He MmoryT BbiTb
WHTepeCHb!?

KoB: B KakomM CMbiCne MHTepecHb!?

BaT: Hy, npeacrasb, 4TO KOpOBa BAPYr B LUeHTpe ropoaa y...
OMepHOro TeaTpa Co BCEMWU 3TUMK BenbiMu
KONOHHaMK, hurypamm v nowanbmMmn Ha Kpblwe... -
nnu 410 M3obpaxeHne KOPOBbl 3aHUMaeT BeCb 3IKpaH
Tenesu3opa B BbICTABOYHOM 3ane, Unu 4To...

KoB: 310 6bino 6bl NnapafokcansHO UAKW NPOCTO CMEWHO?
Bat: 3Haewsb, ropoa Bcerga NPOTUBONONOXHOCTL I€ePeBHM.
Tak 410 3TO 6bINA 6BI TAKAA CMEWHaA NPOTUBONO-

NOXHOCTb.

Kos: [la, ropoa »n nepesHio pa3nenAeT BpeMeHHanA pasHuua.
fopoackoe BpemMA O3HayaeT HaXxoXAeHue B 30He
MWPOBOIO BpemMeHW, KOTOpOe BbipaXaeTCA B TAKUX
napameTpax Kak QOCTynHOCTb MHcphopmaumm, beicTpoTa
pacnpocTpaHeHUA N CO3PEeBaHNA CBEXWUX HOBOCTEWN,



PasnnYHbIX MaTepunanbHbIX 6nar, Hanpumep, MY3blKa ANA KaKOro-To XyaQoXxecTBeHHoOro npowuieene-

NenuKaTecoB, apXUTEKTYPHbIX CTUNEN, XapaKTepHbIX HUA, MeXay NPoYnM, U B eXeHEeBHOM WyMe — B TOM,
npu3HakoB obpasza XU3Hu. 4YTO Thl MHE FOBOPULLb.

Bart: [la, HO He nepeurpbiBa, Teneps Aymaio, YTo pasHMUa Bat: A MHe HPaBWUTbLCA eXEeOHEBHbIN WyYM, 3TO BCE A3bIKK:
B APYroMm; MOMHIO, Tbl CAM MHE YUTan 3TU CTPOYKMW: My3biKalibHble Menoguu, o6pbeIBKN Pa3roBopPoB, 3ByKM
“B nepeBHe 60r XuBET He M0 yrnam, Kak AymaloT oToaBUraemMslXx CTynbes, MO3BAKUBaHME CTakaHoB. IToO
HacMewHunkn, a scrogy..." MCTUHHAaA My3blKa A3biKa.

Kos: Kak B ogHOM, Tak v B Apyrom cny4ae 3To Yenosex, Koe: My3bika A3bika 3TO ckopee yTOrnus Asbika — yTonMuA
KOTOpbIN YyBCTBYeT Bpemsa, bora nnm HeBaxHo 4To. MY3bIK CMbIC/1a; 3TO 3HaYMUT, YTO B CBOEM yTOMN-
MoxeT 6bITb, XUBA B ropofe, OH B CBOEM HeCKOM COCTOAHNMK A3bIK packpenowaetca. Mbl Moxem
BOOOpaXeHUN XyaoxecTBEHHO BCMOMUHAET AepPeBHIO, faxe cKasaTb: U3MEHAET CBoen npupoae BraoTh 4o
roe, BO3MOXHO, NPOBEéN AeTCTBO. npespauweHna B becrnpenenbHyto 3ByKOBYIO TKaHb, rae

BaT: A Toxe BCcnOMWHal0 nepeBHIO — Kak HaYMHanca TepAeT peaslbHOCTb ero cemMaHTUYecknii MexaHu3im.,
FOPAYUM NeTHUN OeHb, korpa 6enbie, NPUYyANNBbLIX Bar: MycTb 6ynert yronua! MNpencrass, 4TO Takxe Kak
hopM Tyuyku ¢ yTpa rnokasannce Ha ropu3oHTe, HO He 3BYKOBbI€ Bne4vaTneHnA exenHeBHbIX cobbiTUA BXOOAT
Nepepocnun B rpo3sy; UM ToXe — Kak oaHaxabl rposa B Halln pasroBopbl, Tak N NPUAYMaHHbIe HAMW 3BYKW
BCE Xe MeHA NOTPACNA, KOraa cuabHbIi Berep MOryT poxaate ndobpaxeHue.

BHe3arHo 3arynen B BbinHe, aepeBbA 3abywesanu, KoB: Tbl Xxo4ews ckasaTb, @XeaHeBHbIe 3BYKW, BreYyaTnsas
KpynHbele Kanmnm QoXasa pes3ko 3acty4yanu, 3awnenanu none 3Ha4YeHWN A3biKa, POXOAIOT HOBbIN CMBbICH, U
no NUCTbAM... TakXe Kak u COTBOpPEHHOE HamMu, Hanpumep

KoB: Teon BocnomuHaHuA o neTcree Kak ranepes KapTuH n ANEKTPOHHYIO MY3bIKY, MOXHO OnpenennTe U BECTU —
3BYKOB... a He TONbKO CONpPOBOXAAaTh — BU3yanbHbiA obpas.
* *

Bar: [la, 38yku; KapTUHbI 1 3BYKW. 3BYK, K COXaNEHMIo, Bar: Ycran. B koHue Tbl Mor 6kl ckasaTs 4To-HMbyAb
MHOIMM KaxXeTcA TONbKO He3HAYUTeNbHbIM BaxHoe, 6onbwoe, wWupokoe. YTo Takoe UCKYcCTBO?
AONONHEHMEM K M306paxeHnio, 4acTo 3TO TONbKO Y7o Takoe coBpemMeHHOe UckyccTeo JlaTBumn?

Takoe My3blkanbHoe CONpoBOXAEHMe. KoB: Ho Bpemsa Benukux pacckasos yxe 3aKOHYMNOCH!

Kos: Kak conposoxneHue 6apoyHoOro KoHuepTa anA Bat: Torpna pacckaxu kakon-Hubyab KOPOTKMIA pacckas.
Tpane3bl BENbMOX, Kak CONPOBOXAEHWEe MbICAW ANA Kos: “Y4T0 Takoe nckycctso?” - nnoxon BONpoc, HO B na-
4yenoseyeckon peyun (korpa-to chunocodsl poxaanu ThIWCKOM UCKYCCTBE BENMKWE paccKkasbl — No KpanHemn
TeopuKn, B KOTOPLIX YTBEPXAAETCA, YTO A3bIK YepnaeT Mepe KakK UX Korga-to noHumanu — fencTBUTeNbHO
CBOE€ 3Ha4YeHWe B 3TOM HeyTUXAKWeM MeHTanbHOM 3aKOHYMNUCL NN laXe TONKOM U He HaYMHanuce.

hoHOBOM NoOTOKE)... UNK KaK NErkaa HeHaBA3YMBARA TemaTtuka, cBA3aHHaA ¢ ANCKYPCOM heMUHMU3IMa UK



cOUMNanbHO-NONNTUYECKON KPUTUKK, 30eCb NOYTHU HE
BCTpPeYaeTcs.

BaT: HO O 48M-TO Xe UCKYCCTBO FOBOPWT, UK XOTA Obl —
4TO-TO NOKa3biBaeT?

KoBg: PenpeseHTauma — 3To TO, O Y€M roBopuUT UCKYCCTBO, a
nokasbiBaeT — 4tTo-To 6onee Heynosumoe. OnHako MeHA
B lAHHOM Cfy4ae UHTepecyeT HeYTo Apyroe — ecin Mbl
cMoTpuM Ha poTorpacuio unm Ha 3acbnkcMposaHHoe
Buaeokamepown nsobpaxeHue, To NpeacTaBneHHbIe
06beKTbl YXXe He NpuHaanexaTt BeNnnknm pacckasam,

a ckopee ABNAIOTCA INEMEHTaMN HeKOro aToMapHoro
Mupa. 3To MoryT 6biTb OCBEWEHHbIE B HOYN NE€PEBLA,
KaKafa-TO KOMHaTa unu MawmnHa ¢ He4YaaHHbIMMW
OTPaxXeHWAMM XEHCKOro Nuua B 3epkane 3aaHero suaa,
Kakan-To MenoYb Ha TyaneTHOM CTOMWKE...

BaT: W uto y 3TUx “3nemeHToB” obuwero. inu BCce OHW - 3TO
cto-To “Mmanoe”? Moxet 6biTb, 3TO NpocTo, rpybo u
Henopobaiowe?

Kos: HeT, noyemy, camu paboTbl MOryT 6biTb HGonewmnmy,
Hanpumep, kKak 6awHun, BO3BEAEHHbIE U3...

Bar: ...ronoeelweKk u yrneun.

Kos: A, mexay npoYnMm, yrnam n Tonkam npucyuwa ceos
MHTennekTyanbHas BbiCOTA...

BaT: Hy na - kak oaHaxabl pacckasbiBan oaunH TBOW
WHTENNeKTyanbHbIA ApYr, TOT, KOTOpbIA paboTaer B
MaHepe TpaHCLUEeHAeHTalbHOro KoHuenTyanuimMa, unm
kak Tam ero. Npuwén HaHMMaTbCA Ha paboTy B
KOTenbHYl0, a BCTpeTUn...

Kos: 3Halo 3TOT pacckas. Korga-to B cpeiHeM B KOTeNbHON
MOXHO 6bIn0 HainTn nubo ropucta, nnbo nucarens,
nmbo yyeHoro. M ¢ KaHAMAATCKAM 3BaHUEM HaWAYTCA,
W € QOKTOPCKMM... HO B uckyccree 3T 6onbwne
pa3smepbl 0603Ha4anu WHTeNNeKTyanbHbIM NPOTECT;
NOTOM BpeMeHa MeHANWUCb, NPOTeCT — a NPOTUB Yero?
- 06pén neneHy MPOHWYHOCTW, NPUBKYC PE3UHbALUNK.

Bat: “Meneny”, “npuskyc”... A yXxe rosopun, 410 B 3TOM
ecTh YTO-TO Henonobawuwee — TO, 4TO CKPbiIBaeM.

Kog: Henonobawowee? A 66l ckopee ckasan “MHTUMHoe",
ctagwee nybnuyHbiM. MNpencrass cebe pacckas, B
KOTOPOM AeNCTBUE NPOUCXOANT B KAKON-TO CnanbHe,
HO Tak, 4Tobbl 3TO HBINO BMAHO C yNULbI.

Bart: Y6paTh cTeHy AOMa, 3TO Tbl MMeewsb B BUAY?

Kos: Unu npoeunpoBaTb Ha CTeHy AOMa, B OKHa dacana, 3a
KOTOPbLIMW NPOXOAAT KapTUHbI Hawen NnoBCeAHEBHOWN
XWU3HW, O6BIYHO CKPbITbIE3aHaBeCKaMMW.

BaT: B 60nbWNHCTBE CBOEM CKPbITble — C TeX BpeMEH, Koraa
3arpaHuy4HbIn “Buank” 6biNo 3anpeweHo CMOTPeTk Mo
HO4Yam.

Koe: MoxeT, MMEeHHO NOoTOMY, 4YTO Hawe exeaHeBHOE Npo-
CTPAHCTBO CIUWKOM NepenonHeHo BCEMU 3TUMWN peya-
MW Ha coOuManbHO U NONUTUYECKN akTyanbHble TeMb,
XYAOXHUKN CBOW XeCTbl B Ny6NMYHOM NpoOCTpaHcTee
NPOW3BOAAT KaK OTKPbITUE MHTUMHOIO, NEPCOHaNbHOTO,
noOKa3biBasA Te acneKkTbl Hawewn XW3HW, KOTOopble, Tak Xe
KakK U MCNonb3oBaHWe A3biKa B OCHOBE APYrux — Kak
BU3yanbHbiX, TaK U BepbanbHbIX — 3HaYEHWN.

BaT: YTo Xe Torna octaétca Kak ocobeHHan, xapakTepHan

yepTa MUCKyccTBa? — YX He CTUpKa Xe CBOero rpasHoro
6enbA Ha ynuue?

Kog: OcTaloTca — ManeHbkne pacckasbl U MpOHUYecKoe
HacTpoeHue.

BaTt: YcMexHyTbCA Haa Bcem?
Kos: MoyeMy TONbKO yCMeXHYTbCA. IpoHMA MoXeT bbiTh

MHOroo6pa3HoNi, laxe Takow, YTO He BXOAWUT B
NOHATUE “UPOHUA".



Bar: MNycTb Tak. l ToXe MOry BCE 4TO yrogHo nNpuaymarts,
BCNOMHUTbL U CKasaTb, YTO, HY B TOW...

KoB: ...MbICNeHHOM npocTpaHcTee?

Bar: [la, B 3TOM MbICIEHHOM NPOCTPAHCTBE 3TO NyYle BCero
BUAHO. A 3TO He Tonbko nnoa BoobpaxeHua? Yro
3necb NcTuHa?

Kos: He 3Halo, kak Tebe n oTBeTUTL... CoBpemMeHHOe UCKYyC-
CTBO BoOOuWe npusbiBaeT “NocMoTpeTsb Ha 3peHue”, Ho
cam BUA 3peHuA n BMaAMMOe B UCKyccTBe JlaTBun,
KaXeTCA, 3TO YTO-TO TakKoe TpaHC-ueH-geH-tanbHoe!
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