Personiski par Katrinu Neiburgu

Viesojoties Katrinas majas, uzmanibu saista
liels gumijkoks, kas apdzivo tiliko istabas stari.
Tas ir ka atminas no bérnibas — stista Katrina.
Gumijkoks atgadina kadas tantes dzivokli, kurs,
iespéjams, kadreiz apmekléts. Vispar jau tur
nebija nekada gumijkoka - vipa turpina. Sada
detala vienkardi labi iederas bérnibas atminu
arhiva.

Nu jau likojos uz gumijkoku ka uz noslépumu
glabataju. Aiz ta noteikti jabat kidam durvim,
kas ved uz Alises Aizspoguliju vai burvju
zemi, kuri nonik Pinokio, aizlienot aiz téta
Karlo kambara aizkariem. Atceros vienu no
spilgtakajam Prusta gramatu epizodém, kura
vipd parsteidzo$i télaini apraksta, ki madlénas
kiicinas garSa pieaugu$ajam grimatas varonim
atsauc atmipa Kombré pavadito bérnibu un
viesodanos pie krustmites Leonijas. Lidzigi
ki Prusta rominu galvenajam varonim piemit
daudzas rakstnieka personiskas iezimes un stastu
veido dazadi pasa rakstnieka biografijas fakti, ari
Katrinas Neiburgas darbi ir Joti personiski. Tajos
paradas vipas privata telpa, dokumentili kadri
mijas ar fiktivam epizodém, kadra reizém pavid
pati maksliniece vai vinai tuvi cilvéki.

Skiet, Katrinas nesenajiem darbiem (Topologija
Nr. 29, Solitude, Kroha, Kareivis') ir daudz kopiga
ar atcerélanos, kas atmina notverta notikuma
aprises padara neskaidras un |auj nojaust to, kas
noticis pirms un péc izkadréta atminu fragmenta.
Piedzivotais notikums tacu ir galigs vai vismaz
ietverts kada piedzivodanas sféra, savukart atmina
atsaukts notikums ir neierobeZots, jo tas ir ka atsléga
visam, kas notika pirms tam un notiks péc ta.’
Kameras fiksétas lietas k]ast par pavedienu, kurs
lauj nojaust, kas tad ir pirms un péc video formata
iekapsulétai momenta. Atrastas fotografijas
liecina, ka, pirms dzivoklis ticis pamests, tur ir
risindjusies kida nezinamu notikumu piepildita
dzive; veids, ki kameras acs, léni slidot, aptausta
mébeles, slapjo dvieli, saulesbrilles, starp skapi
iekarinatajam drébém pamana kermenpa aprises,
lauj nojaust, ka vientuliba ir ka ¢aula, kas apnem
telpu, un ta tiek piepildita un fragmentéta ar
ikdienas rosibu; rotallietas nakti atdzivojas
un atsauc atmina bérnu dienu neparvaramais
bailes, puiséns miega nemierigi sakustas, un més
zinam, ka noslépumainajiem nakts notikumiem
sekos jauna diena; plaisu tiklojumi uz virtuves
griestiem vai istabas sienam partop mistiskos
personazos un atkal aizved uz zemi, kura laiks
Skiet bezgaligs un kur stundam var kavéties,
vérojot makonu télus vai mainigis énas. Katrina
dodas pa zudusa laika pédam.

Ikdieniska vide, sievietes klitbutnes sajuta,
sievieu - taksometra vaditiju stasti, sieviedu
somipu haosa arheologija, sievietes un vipas
bérna savada attiecibu kimija... Lai ari Katrinas
darbi ir Joti personiski, tajos atspogulojas

universilas kategorijas, kas saistas ar sievietes
ipado pieredzi un tas atbalsi sociilo lomu
konstrukcijas. .. naivuma vieta stajies gudras
sievietes pasaulei  neatmemamais  noslépums.
Sievietes un makslinieces pasapzipas pieaugoiais
imperativs, [Vipa].. nevairas poétiska sajiitu
kvintesences atveida, kas sniedz vérotdjam pasu
galveno - ikdieniskas realitates nekad lidz galam
neatminama noslépuma garsu.’

Tikai nesauc mani par feministi, un taja, ko es
daru, nav neka sociala, teiktu Katrina, atbalsojot
Latvijas radodaja vidé izplatito tendenci
distancéties no teoriju un sociilo disciplinu
piedavata diskursa. Butu jau pilnigi pietiekami,
ja, lidzigi ka raksturojot video darbu Kroha,
varétu teikt, ka viriefa balss, ar kuru skatiens
slid par sienam un priek$metiem, bez faubam,
ir vienkarsi roka, kas slid par sievietes adu, un,
ja lietam ir batiba, ta atrodas 3aja virspusé.
Uz virtuves galda lidzas pusizdzertaim vina
glazém métajas sagumzita papira lapa, uz kuras
var salasit darimo darbu sarakstu: zobarsts,
velasmasdina, parvilkt kréslus, salabot logus...
Saraksts beidzas lakoniski: apprecéties, vél
vienu bérnu. Ilgas péc harmoniskas dzives cinis
ar radodas personibas nepritu un nobriedusas
sievietes padpietickamibu. Katrina pati raksta
scendriju savai dzivei un meégina kontrolét ta
materializaciju. Vipa pati rada un iekirto savu
vientulibu, no kuras péc tam mégina izrauties. Ja
vien tas ir iespéjams, jo — Visam piemit cilvéciska
un sapiga vientuliba. Pilnigi visam mums apkart.*

Katrinas rakstibas veidu nosaka video, vinai
tas nav vienkar$i medijs, kas palidz saglabat
véstijumu. Tas ir ka rokraksts - briziem uzvaross,
noguris vai izklaidigs, taéu vienmeér atpazistams.
Kadrs slid lénam, it ki ievelkot elpu; attéls
saklaujas ar skanu, kamera nevérigi $audis no
viena personaZa pie cita, projekcijas gaismas stars
iztausta sienu, taksometra nosléptis kameras
uzglan pasazieriem, masinas salona saspiedusies
cilvéki neliela monitora véro melnbaltu attélu.

Diena ir viens bridis, kad Katrinas istaba pie
griestiem piekarta spogulbumba noker saules
staru un iegriezta atspogulo to nirboda gaismas
karuseli, kas, lidzigi ka zootropa, atdzivina
neparastu télu galeriju vai atgadina Maibridza

skrienofo zirgu, kas rodas, savienojot statisku

kadru virkni. Lidzigi maksliniece kontrolé laika
taktsméru: briziem apstidina kadru, tad Jauj tam
atkal slidét, tad partrauc attéla kustibu ar mému
stopkadru. Vipa neizdoma pasauli no jauna.
Ikdieniska apkartéja vide klast par makslinieces
iztéles materidlu. Un kur§ gan nezina, ka
rotallietas nakti atdzivojas un sienu plaisas ir
kiada ziméjuma fragmenti.

Maiksliniece jatas érti parvietojoties poétiska
konceptualisma teritorija, ko varétu interpretét
ki konceptuilis mikslas tradiciju, kas atbrivo
makslu no Sauri intelektuilas izpratnes un

papladina tas emocionilo dimensiju, kritiski
attiecas pret instrumentalizétu sapratu un meklé
izeju estetizéta subjektivitité. Tomér empiriska
pieredzeé balstiti téli un refleksija arpus laika un
vietas kategorijam mijas ar laikmeta nospiedumu
apzinasanu, gan uzikérzot patérétaju sabiedribas
rutinu (Téjas séne, Spamatrex, Burvju lietas®), gan
ielikojoties dazidu sabiedribas grupu privitaja
telpa (Struktoru iela 23a’), pétot, apzinot un
dokumentéjot atskirigas pieredzes (Satiksme,
Kas meiteném sominds*).

Katrina reizém darbojas ki antropologs’, vinu
interesé cilvéki - téjas sépu audzétiju divaina
kopiena, hrus¢ovkas iemitnieki, klubu tualetés
satiktas meitenes, sievietes, kas strada par
taksometra vaditijam. Veseliga zipkariba un
interese par dzivi lauj maksliniecei ieklausities
satiktajos cilvékos, apkopot un sistematizét
at3kirigas pieredzes, veikt subjektivu sociilo
kartédanu.

Savijot iztéli ar istenibu, parklajot atminas ar
Sodienu, Katrina Sketina savu un citu cilvéku
dzives, uzklausa stastus, pievérias detalam vai
neskaidra palimpsesta noloba kartu pa kartai
no kadiem pagijibas slaniem; vipa it ki meklé
zuduso laiku - pamesta dzivok]a liecibas, kidus
sajutu vai pieskarienu nospiedumus, kadu atmina
atsauktu notikumu, kas biitu atsléga visam pirms
tam un péc ta.
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Reflecting personally on
Katrina Neiburga

Whilst visiting Katrina’s home, my attention is
drawn to a large rubber tree that inhabits the
furthest corner of the room. It is like a childhood
memory, says Katrina. The rubber tree reminds me
of an aunt’s apartment, that I may have visited at
some stage. Actually, there was no rubber tree, she
continues. This type of detail simply fits particularly
well into the archive of childhood memories.

Now I see the rubber tree as the keeper of secrets,
behind which there must be the very door that
leads to Alice’s world behind the looking-glass, or
the magical land in which Pinocchio finds himself,
having crept behind the curtain of his father Carlo’s
workshop. I remember one of the most significant
passages from Proust’s books, where this adult
hero of letters surprisingly and picturesquely
describes how the taste of a petites madeleines
cake recalls memories of his childhood spent in
Combray and of visiting his godmother, Léonie.
Just as the protagonist of Proust’s novels combines
many of the author’s personal characteristics with
biographical features of his own life, so are Katrina
Neiburga’s works very personal. In them we get
to see her private space, where documentary
sequences alternate with fictitious passages, and
occasionally in some frames we see a cameo of the
artist herself or someone near to her.

It seems that Katrinas recent works (Topology
No. 29, Solitude, Kroha, Target') have something
in common with the act of remembering, in the
same way that events trapped in one’s memory,
are blurred and indistinct, and one has to piece
together what may have happened before and after
that fragment of memory. For an experienced event is
finite - at any rate, confined to one sphere of experience;
a remembered event is infinite, because it is only a key
to everything that happened before it and after it.” The
objects fixed by the camera become a thread that
leads one to imagine what might have happened
before and after the moment encapsulated on video.
Photographs that have been found indicate that a
life full of unknown experiences unfolded here,
before the apartment was abandoned; the way in
which the eye of the camera, gliding slowly, touches
the furniture, the wet towel, the sun glasses, one
can even percieve the shape of a person from the
clothes hanging in the cupboard; the camera allows
one to understand that loneliness is like a shell
that surrounds a space filled and fragmented with
everyday activities; in the night toys come to life
and remind us of the fears of childhood, a little boy
in his sleep moves restlessly and we know that the
secrets of the night will be followed by a new day;
the network of cracks on the kitchen ceiling and on
the walls of the room take on mystical personalities
and transport us again to a timeless land where
hours will pass observing the transformation of
clouds or the changing of shadows. She is following
in the footsteps of lost times.

An everyday setting, the sense of the presence
of a woman, reflections of a female taxi driver’s
experiences, the archeological dig within the chaos
of a woman's handbag, the chemistry of the special
relationship between a woman and her child. Even
though Katrina’s works are very personal, they
explore universal themes that relate to a specifically
female experience and its echo in the construction
of women's social roles. .. in the place of naivity stands
a wise woman’s unassailable secret. The imperative of a
woman's and ( female) artist’s growing self-confidence.
[She].. doesn’t avoid repeating the quintessence of
poetic feelings, which present the observer with the
most important thing - a taste of the indecipherable

secrets of everyday life."

Just please don't label me a feminist, and that which I
do does not reflect anything social, Katrina would say,
supporting the popular tendency of Latvia’s creative
circles to distance themselves from the ideas
expounded by the theoretical and social disciplines.
It would be totally sufficient if one could say, that just
like what is characterised in the video work Kroha,
a man’s voice, his gaze gliding over walls and objects,

.is without doubt, simply a hand that glides over a

woman's skin and, if objects can have a ‘being’, this will
find itself on the surface.' On the kitchen table, next
to the half-drunk wine glasses, is a crumpled piece
of paper on which can still be discerned a list of jobs
to be done - dentist, washing-machine, re-cover the
chairs, fix the windows... The list ends laconically
- get married, have another child. The longing
for a harmonic life battles with a creative being’s
irrationality and a mature woman's self-sufficiency.
Katrina, herself, writes the scenario for her life
and tries to control its realisation. She creates and
establishes her own solitude, from which she later
tries to extract herself. If that is at all possible, for
Everything inherently has its own human and painful
loneliness. Absolutely everything around us.*

Katrina's mode of expression is dictated by the
video. For her, it is not simply a medium that helps
to preserve a message, it is like her hand-writing,
occasionally victorious, tired or absent-minded,
yet always recognisable. The frame glides slowly,
as if drawing a breath, the image blends in with
the sound, the camera carelessly darts about from
one personality to the next, the projector’s beam
explores the wall, the cameras hidden in the taxi
spy on the passengers; on a small screen, squeezed
into the cabin of the car, the people watch the black
and white image.

During the course of the day there is a moment
when the mirror-ball suspended in Katrina’s room
catches the sun’s rays and reflects them in a twinkling
carousel of light, in the same way that the zeotrope
brings a gallery of unusual images to life, or reminds
us of Muybridge’s running horse, that was created
by joining a succession of static frames. In a similar
manner the artist controls the tempo of the beat,
sometimes stopping the sequence, then allowing
it to glide forwards again, then interrupting the

movement of the image with a silent freeze-frame.
She does not re-invent the world from its beginnings.
Her everyday environment becomes the source of
her artistic material. And who is to say whether toys
come to life at night and whether the cracks in the
walls are not the fragments of a drawing,

The artist is comfortable crossing over to the
territory of poetic conceptualism, which can be
interpreted as that tradition of conceptual art that
frees art from its narrow intellectual constraints and
broadens its emotional dimension; it is critical of
the idea of instrumentalisation and seeks an escape
through aesthetic subjectivity. However, images
based on empirical experience, and reflections
outside the realm of time and place are interspersed
with the awareness of a certain era’s essence, now
by tearing apart the routine of a consumer society
(T-Shroom, Spamatrex, Magic Things®), now by
looking into the private spaces of various groups
of society (23a Struktoru Street’), researching,
understanding and documenting these diverse
experiences ( Traffic, What is in a Girl's Handbag®).

Sometimes Katrina works like an anthropologist’;
she is interested in people - the quaint community
of tea mushroom cultivators, the people who live
in Soviet era apartment buildings (hruséovkas),
girls she has met in the toilets of clubs, women
who work as taxi-drivers. A healthy curiosity and
interest in life allows the artist to delve into the lives
of the people she meets, to draw conclusions and to
systematise their various experiences, carrying out
a subjective social ordering.

Interlacing fantasy with reality, overlaying memories
with the here and now, Katrina unravels her own
and other people’s lives; she listens to their stories,
pays attention to the details, or like deciphering
a blurry palimpsest, she peels off layer after layer
from the remnants of some abandoned apartment,
as though she were searching for a time lost, or the
imprint of some emotion or touch, or something
recalled by a memory that might hold the key to
what came before and after.
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Saplaisajusa sienas apmetuma

Es lupinaju savu pasaules karti

Es atklaju jaunus kontinentus

Es biju mazs izluks uz pelékas sienas
Sica musa pie lampas

Aizdegas avize — pieticigais abazars
Melnas plénes krita lejup

Es guléju gulta un lupinaju karti

Ap kaklu saité karajas atslégas

No manas slepenas pilsétas

ANDRIS ZEBERS

In the crumbling plaster of the wall

I was shaping my world map
Discovering new continents

I was a small scout on a grey wall

A fly was buzzing by the lamp

The newspaper, that modest lampshade,
caught fire

Slowly shedding black flakes

I was lying on my bed shaping a map
Around my neck was a string with keys
From my secret city



