j

Plenéra glezniecibu var ierindot starp daudzajiem anahronismiem misdienu
maksla. Burtiski “plain-air” nozimé “briva daba” jeb gleznosana arpus iekStelpam, ko
piekopa makslinieki 19. gadsimta vidu, lai atainotu izvélétos motivus dabiska gaisma to
tiesa klatbutné. Diez vai Si glezniecibas tradicija butu varéjusi pastavét bez talaika
jaunajiem izqudrojumiem, ka krasas tubinu iepakojuma vai prakstiskas molberta kastes
ar salokamiem stativiem. Tos izmantoja Barbizonas skolas gleznotaji Francija, Izaks
Levitans un Konstantins Korovins Krievija, zviedru makslinieks Karls Frederiks Hils. Bet
kamde| vel Sodien doties lauka un nonemties ar lidzpanemtam krasam, otam un uz
ramja nostiepta audekla?

Andris Eglitis to dara bieZi un labprat. Vins ievieto darbarikus ipasi konstruéta
velosipéda nodalijuma un dodas cela. Motivus savam gleznam vins bieZi atrod pilsétas
nomalés — vietas, kur apbives klast aizvien retakas un apkartne ir manami zalaka. Ta
vieta, lai dotu priek$roku gleznainam un kradnam ainavam, vins pievérS uzmanibu kam
savadam un daibrid pat mazliet atbaidosam. Kada 2004. gada gleznu sérija tapa
Brémenes priekSpilséta starp iespaidigam kiegelu vasamicam un mikroautobusiem,
celojumu furgoniem un plastmasas darza mébelém, parbuvétiem SkuniSiem un tukSam
ielam. Tam visam pa vidu ari kads pensionars ratinkrésla un kada pusmiZa saulotaja.
Redzetais tiek atri piefikséts dotaja vieta un laika uz viegli transportéjamiem audekliem,
dazkart pat nenovedot iesakto lidz galam. Nepagitais ta ari netiks pabeigts, tapéc
japiebilst, ka gleznas nekad netiek ieramétas.

Andrim Eglitim svarigakais ir radisanas process. Ta pédas ir skaidri salasamas vina
makslas darbos, kuriem ne vienmér jabut pabeigtiem $i varda burtiska nozimeé.
Makslinieks nevairas ani no grutakiem uzdevumiem, ka gleznu cikla, kur lidziga veida
tiek attélota vina gimene, draugi un pazinas. Modeli pozé sev értakaja stavokli ne vairak
un ne mazak ka Cetras stundas, kuru laika gleznotajs strada bez iepriekSsagatavotam
skicém un bez jebkadas pécapstrades, fonu atstajot baltu un nenoteiktu. Rezultata tiek
panakts parsteidzoss klatbutnes efekts, kura sastopam veselu rindu dazadu individu, kas
parmainus raugas mums acis, skatas kaut kur prom vai ir vienkarsi iesnaudusies. Jebkura
no Siem gadijumiem vinu dzivigums ir nenoliedzams.

Atskiriba no visparpienemtajam tendencem attelu kultura Sodien, Andris Eglitis
neaizraujas ar savu izpausmju spektra daZadosanu. Tulitéjs efekts un sakapinata
intensitate palidz radit “apskaidribas mirklus ikdieniSkas detalas™, ka to definéjis pats
makslinieks. Vina pasa skaidrojumos par saviem darbiem nereti samanami gariguma un
pat religiozi pustoni, kas atsedz nepiecieSamibu maksla pievérsties neverbalajam un
zemapzinai piederigajam.

Kada Stokholmas gleznu sérijd ietvertas daZas no nesenakajam prestiZajam
celtném. Tomer lidztekus pasta galvenajai ékai un stikla darinatajam White arhitektu
birojam paradas ari dzivojamie rajoni un ielu ikdiena. Makslinieks atkal sédies uz
divritena un devies kartéjos motivu mekIl&jumos, lai tos atri iemuzinatu ar krasu un otu
palidzibu. Sis skices vélak tikusas parceltas klasiskaja ritinu panémiend uz lieliem
audekliem gan laspis darbnica, gan ari Riga, tas papildinot ar maziem cilvéku
personaziem: virietis ar kaklasaiti pie plasa biroja loga, milnieku paris darza, gimene ar
bérnu ratiniem uz ietves, kads virs, kas apsédies uz tuksa trotuara.

17. un 18. gadsimtu gleznieciba t.s. stafaza figiras izmantoja ka dekorativu
piedevu. Tie bija simboliski elementi, kas piedkira attélam dzivigumu un spéja izcelt ta
dzilumu. Tie varéja but attaisnojums, lai netraucéti nodotos ainavas atspogulosanai.
Andra Eqglisa gadijuma viss ir drizak pretéji. Pilsétas ainava ar tas zalajiem nosturiem un
augstajam debesim ir vieta nelielam ainam, kur stafaza figuras atklaj ikdieniSkas
situacijas. Dzive Ziemelvacijas priekSpilséta, kada Skandinavijas galvaspilséta un Riga,
kur dzivo jauns, precéjies gleznotdjs ar diviem bérniem — vai varam saskatit kadas
lidzibas’

Marija Linda,
kuratore un kritike, Barda KoledZas Kuratoru studiju centra direktore
2007. gada decembri

*Skatit Andra Egia prezentacii Projekta "AKA Ladkmetigas Mastas Institins” pavadodaja publiaogs, MC, Riga, 2007, gada parvasart



One of the many anachronisms in contemporary art is “plein-air” painting. Plein-

air means literally painting in the open air, something that mid-19th century artists did
in order to benefit from natural light and to place themselves right in front of their
subject. Without the new discoveries of paint in a tube and the practical box easel with
telescopic legs, the tradition of plein-air painting would have hardly come about. The
Barbizon school painters in France, Isaac Levitan and Konstantin Korovin in Russia and
the young Carl Fredrik Hill in Sweden availed themselves of these innovations. But why
drag paint, brushes and canvas stretched on a frame outdoors today?

Andris Eglitis does so willingly and often. He fastens the tools of his trade onto his
specially constructed package carrier and cycles away. He often finds motifs on the
outskirts of towns and cities, places where the buildings begin to thin out and greenery
thicken. He does not choose the scenic or picturesque in the first instance but prefers the
odd and even sometimes somewhat repellent. In a series of paintings from 2004 he went
to Bremen's suburbs and found tacky white mexi-brick houses and vans, trailers and
plastic garden furniture, rebuilt barns and empty streets. He also found a wheelchair-
bound pensioner and a middle-aged woman who was sunbathing. Everything is
rendered as is, in place, during a short time, on canvas that is easy to transport but not
always finished. What Eglitis hasn't had time to paint remains unfinished. It should be
added that the canvases never acquire frames.

The process of production is Andris Eglitis’ central focus. How an image arises or
comes into existence leaves clear traces on his finished work — which in the strict sense
of the word is not necessarily “finished”. Eglitis does not hesitate either to give himself
difficult tasks, as for example the series of paintings in which he portrays family, friends
and acquaintances in exactly the same way. The model poses in a way he or she finds
comfortable and the artist paints for four hours, neither more nor less, and without any
preparatory sketches or touching up. The background is white and vague, indefinite. The
effect of this is the forceful presence of a number of different individuals who
alternatively look you — the observer — in the eye, look away or simply drowse with their
eyes closed. They are, nevertheless, manifestly full of life.

In contrast to purveyors of our visual culture in general, Andris Eglitis uses
surprisingly little mediation in his work. His striving after immediacy and a heightened
feeling of intensity goes hand in hand with what he calls the “moment of revelation in
everyday circumstances”* Spiritual and even religious undertones are invoked in his
self-presentations, which also reveal a need to shape and interpret the non-verbal and
the subconscious.

A series of paintings from Stockholm capture some of the city’s recent prestigious
buildings. But beside the head office of the Postal Services and the White architect firm’s
eye-catching office in glass, we can glimpse also residential areas and ordinary street
scenes. Once again the artist has cycled around and found his motifs and quickly
captured them, with paint and brush on canvas. In the studio at laspis and later in Riga,
he has translated them onto large canvases with the help of the classic grid pattern. Then
he has also added small figures, groups of people involved in some sort of activity: a man
wearing a tie standing at a large office window, a pair of lovers in a garden, a family with
a pram on a pedestrian path, a man sitting on an empty pavement.

In 17th and 18th century painting staffage figures functioned as omaments, They
were symbolic figures that enlivened the picture and could emphasize its depth. They could
also be excuses for devoting oneself to the representation of the landscape. With Andris
Eglitis, it is almost the opposite. The city landscape, with its green elements and high
heavens, is there to provide a place for small scenes. His staffage figures denote everyday
situations. What similarities may be found between life in a northem German suburb, a
Scandinavian capital and that which is lived by a young painter, married with two children, in
Riga?

Maria Lind,
curator and writer, director of the graduate programme, Center for Curatorial Studies, Bard College
December 2007

* See Andris Egittis self presentation in the publication accompanying the project AKA Institute of (ontemporary Art, L(CA, Riga, Sprng 2007
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Fragmenti no ierakstu atsifréjumiem toposai gramatai
.Salati. Gleznas ar foto un tekstu”

Oponents: A kapéc tu glezno!?

Parliecinatajs: Laikam esmu apsésts ar glezniecibu, man 1a ir interesanta un aktuala.
Sabalanséts prata un esamibas lidzsvars, kas nemudina uz tukSu jocinu radiSanu.

Drosi vien daléji tur vainojama mana izglitiba, bet tads nu es produkts esmu, un no ta,
kas es esmu, nebitu jaizvairas un jamédina salauzt, bet gan jatiecas padarit par vértibu.

Bérni. Ainava ar berniem un vecakiem. Berni, vecaki un vecvecaki. Pasaules ritms.
Pasmérkiga sadomatiba originalitates varda ir galigi garam.

Universalas gleznas, loti universalas, nav sikumainas, nav par detalam. Visaptverosas,
varétu teikt.

Domu mirkli ir isi un gaistosi.

Ak, smeldze, smeldzite, no kurienes man tu. Sac raudat, dziedat, piedzerties ikreiz. Ka lai
tevi saprot, ka lai tevi paklauj. Ka lai es bez tevis, bet ar tevi dzivaks jatos es.

Nepiepildamiba jeb alkas péc piepildijuma, izmisums par savu cilvéka stavokli,
vientuliba varbit. Zem debesu juma cilvéciskas alkas péc piepildijuma. Piepildijums no
notverta un atSifréta smeldzes stavokla. Ari cina par izdzivosanu. Cilveciska stavokla
nezaudésana $aja cina. Glezna nr, 9 (nerealizéta - red.). Demagogija, pula paklausana.
Mitin3, demonstradija, socidli aktiva darbiba. Nauda. Nauda. Ari naudai jabut klat. Es
milu, es milu visus cilvékus, vai es esmu vajs? Naivums, kas pretejs cinismam, cinisms, kas
pretéjs naivumam liek gleznot Sis gleznas.

Radosie uzdevumi un domasanas uzdevumi piepildas tad, kad tie dava cilvekam brivibu,
Saja gadijuma laime var tikt aizstata ar brivibu, laimes jédziens ar brivibas jédzienu.
Tatad vélreiz - laba maksla rada cilvékam brivibas sajitu. Milas aina zalums, dziveliba,
dabas spéks, séklas razenums, svaigi zalS. debesis, iespéjams, roza. To var nosaukt dazadi.
Laime, pasapzinaanas stavoklis — viss jau par to pasu. Vajag tikai atgadinat, apliecinat

kartéjo reizi. Skaistums, skaistums. Dzive ir skaista. (Skaistums tada nozimé ka
garSigs/neqgarsigs; smarzigs/smirdigs lauj atskirt, kas ir derigs un kas nederigs. Lai
passaglabatos.-red.) Elementaru dieva likumu un vecu patiesibu apliecinajums.
Galvenais ir kiut par labaku cilvéku.

Nezaudét interesi par dzivi, nezaudét interesi uzzinat, iepazit, saprast. Nelauties
trulumam.,

Vai tieSam sevi ir jauzsker? pudu, lai varétu uzgleznot. Stipru un dzivu kaut ko laikam
nevar dabat bez sevis uzskersanas...

0: Tad jau lieliskaka maksla ir tie sevis kutinataji vai nez kadu personigo pardzivojumu un
tradikas kultivetaji. (Pascietéjus katla!)

P: Né, bet pardzivojums ir obligts, tada zina, ka tam, par ko tu rund, ir jabut kada
sakariba ar tavu esamibu, japiedzivo uz sevis. Tapat ka tikai pirms paris nedélam es
péksni sev sapratu ultrabandlo frazi .Dievs ir ar tevi’. Izklausas baisi religiozi, bet
vienalga, vai Dievs ir evolicija, onkulis ar balto bardu vai kas cits. Gruti precizi formulét to
sajitu — satraukumam nav pamata, dari to, ko tu dari, cik labi vari un esi mierigs. Lielaja
mehanisma vai organisma tu esi siks puteklis, kas pilda savu uzdevumu (varbit maldigi
izdomatu, varbiit tada uzdevuma nemaz nav, bet ja ta, tad mehanisms ir uzbivéts ta, lai
més to uzdevumu izdomatu). Jo aplam ir domat, ka mes sava prata aprobezotiba, kura
neesam spéjigi pat apjégt laiku un telpu, butu spéjigi apjégt visuma mérki un struktiru.
0: Ja jau més esam tik aprobeZoti, tad kapéc lauzit galvu un nejauties trulumam un
primitivam baudam, dzives notriek3anai.

P: Es piekritu, ka dzive ir jaizbauda, bet (ko nu lai atkal cité) nav bauda tikai no primitivas
baudas... tieksme péc piepildijuma. . . (ek, doma atkal izSkida).

Né, kaut kur tomér vajag paturét prata to naturalo saimniecibu ka idealo dzives modeli;
nekam, ko tu dari, nevajadzétu bt pretruna ar o ideju.

Bridis, kad viss Skiet lielisks un iespéjams.

Tapat ari censos izvairities no tadam cheesy lietam, tiri fiziski Joti spécigam, pieméram,
asinis, kroplibas, dibeni (kaut gan tas ir Joti populars uzmanibas piesaistiSanas veids). ..
Jo, manuprat, tie tiri fiziski loti spécigi piesaista uzmanibu, bet paralizé domasanu. Un
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rodas maldigs prieksstats, ka, ja jau piesaista uzmanibu, tad tam ir kada vértiba. Daudz
svarigak un an sare2gitak ir piesaistit uzmanibu, kas saknojas mazliet augstakas
frekvences interese.

0: K4, bet ir tev ari asinis un sekss Sur tur,

P: Skaidrs, tam visam ir sava vieta mana tieksme péc visaptverosam sajutam, bet tas
nedrikst klat par galveno intereses objektu.

0:Varbit tu mégini panemt ar to léto triku, ka tas izskatas pa istam, ka dzive?

P:Vai esmu jums jau stastijis, ka es neko neesmu izdomajis un vispar pasam savu domu
man gandriz nav? Vienigais, kas mani veido un ka es vispar varétu atskirties no kada cita,
ir tas selektivais ideju un domu kopums, ko es pienemu par sev vajadzigu jeb atbilstosu,
jeb patiesu.

0: Bet vai tev nedkiet, ka tava gleznieciba pretéji kopéjai makslas virzibai pietrukst
domasanas klatbutne, refleksija?

P: Né, es jau neuzskatu, ka gleznieciba bitu vienigais istais izpausmes veids, vienkarsi
Sobrid tas Skiet man pasam visorganiskakais. Es uzskatu, ka ir nepiecieSama ari aktuala,
robefas papladinosa tiri uz domasanu un jautdjumu radisanu, socialu procesu un
stereotipu atSifrésanu, robezas orientéta makslas prakse. Bet tas nav man celS. Man tas
nav interesanti. Mani interesé tadas cilveciskas pamatlietas (kas biezi balansé uz
banalitates robezas).

0: Kapéc tu par to nevarétu taisit video vai instalacijas, vai jebko citu’

P: Varbut es nonaksu ari lidz video, bet Sobrid es domaju gleznas. Esmu tacu ari
fotograféjis, bet vairs to nedaru, vismaz ka patstavigus darbus. Gribas gleznot.

Mazliet spekulativa doma par to, ka gleznieciba ir neliela iespéja domat ne-valodiski.
Apejot to procesu, kad valoda dikté muasu domas gaitu.

0: Bet kapéc tad tev ir svarigs tas realisms?

P: Varbut es ka tads zemniecisks (zemisks) tips esmu loti piezeméts, Man kaut ka Skiet, ka
es uzgleznojot to kocinu vai dlvecinu un tiedi veida, ka es to uzgleznoju, varu paveéstit
daudz vairak, neka manipuléjot tikai ar krasu, laukumu, formu versijam. Un realisms jau
ir tads burbulis, jo vina nemaz nav, tapat ka realitate katram ir sava. Varbut es méginu

noformulét jeb notvert to realitati jeb esamibu, kura es atrodos, vai gribétu atrasties.

Katrs spécigs gleznotajs (var aizstat ar vardu makslinieks — red.) rada jaunu realitates
versiju jeb skatu punktu, kas nav vizuala, bet balstita domasana un uzskatos. Renesanse,
baroks, rokoko, impresionisms utt., Polloks, Tijmans Hopers, Hoknijs... Mana vélme ir
radit S0 savu realitati, kas balstita dzivi aplied. . ..no3a? pozicja. Normala, stabila (es
varétu but normalitates un parastibas gleznotajs). . . Protams, tas nenozime, ka jaglezno
tikai pukites, ir jau savs rigtums ar. Ir nave, posts, cilveku launums, egoisms ka
neatnemama pasaules sastavdala, bet qudriba slépjas taja, ka to visu parvarit un ar to
sadzivot. Gudrs cilvéks nevar bit nelaimigs, jo nelaimigs cilvéks nevar but qudrs. Tapat
ari qudrs cilvéks nevar but launs, jo launs dilvéks nav gudrs un [aunums jau parasti rodas
no pavirsibas, neuzmanibas, vienaldzibas un mulkibas.

Launums tapat ka dusmas ir vajuma izpausme.

Mani neinteresé slimigums. Neirozu, vajuma un stulbuma apliecinajumi. Mani interesé
veseliba, veselibas mekiéjumi.

0: Gudrs cilveks, labs cilveks, apskaidriba — tas viss kaut ka baigi tizli un pliekani
izklausas.

P: Nu, kas tad — ubercilveks? Tas jau ir tikai valodas ierobeZojums vai mana netalantiga
valodas lietojuma ierobeZojums.

0: Ka tu zini, kas ir gudriba, garigums un apskaidriba?

P: Es nezinu. Tapat ka pirms esi sacis staigat, tu nezini, kas ir staigat, vai pirms esi pirmo
reizi piedzéries, tu nevari zinat, ka tas ir — but dzéruma.

Tacu loti gribas paméginat!

0: Kapéc tev liekas, ka tiem portretiem vai ainavam ir kada virsvértiba? Tev Skiet, ka esi
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daudz bezjédzigi izSkiestas energijas. . . varbit.

Kapéc tu tik daudz nomokies, lai noliktu to zemi pret debesim, ko tu tur mégini nolikt? Ja
jau tas ir tikai stasts, tas formalas attiecibas — kapéc’

P: Nu, tapéc, ka... vajag parliecinat par to, ko dari... Jo, nu, jebkura izrunasanas bez
sequma ir nevertiga. Gleznieciba ir valoda, ar kuras palidzibu es kaut ko méginu pateikt.




Vienalga, vai tas kadam ir svarigi vai nav... Bez ta jau ir tukSums.

Tads salikts teikums, kura ir mazliet teatralitate, jeb sajuta, ka tas ir tikai stasts par to, kas
tur redzams. Soreiz péc iespéjas vienkarsak, lai zalais plekis butu vienkarsi zal$ plekis un
taja pat laika zalajs ar labi nosakamu mitruma un apgaismojuma stavokli. Tada dabiga
nepabeigtiba, ka domas un sarunas. Nesakibinats, bet detalizéts un precizs.

0: Vai tu nevari uzgleznot vienu gleznu, kura attélots tas, ko tu doma, un miers?

P: Laba maksla ir lai pardzivotu jeb izdzivotu sevi. Un tas nemitigi pietrukst.

Makslinieks ir ta ka maizes cepéjs vai zemnieks — uzcep kukuliti, apéd kads vinu, jacep
atkal jauns. Tapat ari es — gleznoju gleznu, paskatas cilvéki, jaglezno atkal jauna.

0: Tu gribi teikt, ka makslinieks ir tads raZotajs, pieméram, interjera priekSmetu raZotajs?
P: Ja, ja, teiksim, ari ikonas ir interjera priekSmeti. Labak jau skan — partikas produktu
razotajs.

Ir jau dazkart ta, ka, lai sarakstitu vienu gramatu, ir vajadzigs viens muds, bet citiem ir ta,
ka tikai jatirazé. Tas, ka tu nogarSo kadu loti labu augli, nenozimé, ka vairak negribésies,
gribas to izbaudit atkal un atkal, un svariga loma garSas buketé ir jaunatklasmei.

Un ja viss butu baigi skaidrs, negleznotu nemaz, glezno jau tikai tapéc, ka ir tikai kaut
kada nojausma, bet lidz galam nav skaidrs.

0: Tad jau izskatas, ka tu nemaz skaidri nesaproti, ko gribi pateikt, kaut ko glezno un, ka
sanak, ta ir.

P: Neap3aubami, skaidrs man nav nekas, bet es nemos ap noteiktu Saubu un neskaidribu
kopumu, kas tad ari varétu but dévéjams par manu véstijumu.

0: Varbut 3i visa ir tada tiksminasanas par sevi?

P:Varbit ari ir tiksminasanas, bet ja man ta gribas, kapéc es to nedrikstétu darit?
0: Stulbs arguments.

P: Né ir jadara tas, ko gribas, tas ir vissvarigakais.

0: Vai tu esi realizajis to ieceri, kuras dé| tu saki $o sériju? Vai notvéri tas izjitas, iegleznoji
to ideju, ko gribéji?
P: Nav ne jausmas. Sobrid laika distances zina esmu tiem parak tuvu, lai spétu par to

spriest. Laikam jau viena bridi darbi kluva patstavigi un rada to, kas es esmu un kur es
esmu, nevis to, kur un kas es gribétu bat.

0: Kauns pasam nebas par 3o tekstu?

P: Ui, bus, un ka vél! Tads pats ka parasti, izstadot kadu gleznu. Kur nu vél par jélu un
nefiltrétu domu materialu. Varbit ne kauns, bet mulsums no atklatibas vai parliekas
atklasanas.

Andris Eglitis
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Fragments from a Transcribed Recording for the Forthcoming Book
Salad: Paintings with Photographs and Text

Opponent: So, why do you paint?

Respondent: | quess I'm obsessed with painting; | find it interesting and topical - a
balance between the mind and being that doesn’t encourage empty jokes.

Perhaps my education is partially to blame, but that's just the product that | am. |

shouldn't have to avoid or destroy what | am; rather, | should strive to turn it into a value.

Children. A scene with children and parents. Children, parents, and grandparents. The
rhythm of the world.

Contrivance that is an end in itself, performed in the name of originality, is completely
misquided.

Universal paintings, very universal, are not fastidious or detailed. You might say they are
all encompassing

Moments of thought are brief and evanescent.

Oh, burning pain— wherefrom art thou? You start to cry, sing, and get drunk each time.
How to understand you? How to subject you? How can | live without you? For with you,
| feel more alive

The feeling of being unfilled, or the desire for fulfillment; despair over one’s human
condition; loneliness, perhaps. Beneath the dome of the skies, human yearning for
fulfillment. Fulfillment from a grasped and deciphered state of burning pain. The
struggle for existence, too. And in this struggle, the preservation of one’s human
condition. Painting no. 9 [unrealized - Ed.]. Demagogy, subjection of the masses. A
rally, a demonstration, socially aware activity. Money. Money. Money must be present,
too. | love, | love all people. Am | weak? Naiveté, which is the opposite of cynicism, and
cynicism, which is the opposite of naiveté, make me paint these paintings.

(reative tasks and cognitive tasks are fulfilled when they give you freedom. In this case,
happiness may be replaced with freedom, the concept of happiness with the concept of

freedom. So, once again: good art grants a person the feeling of freedom. In a love
scene, greenness, vitality, nature’s power, a seed’s fruitfulness — bright green. The sky -
possibly pink. This may be called by various names. Happiness, the state of self-
awareness — it all refers to the same thing. All you need to do is remind and confirm,
time and again. Beauty, beauty. Life is beautiful (Beauty in the sense of tasty/tasteless,
fragrant/smelly allows us to differentiate what is and isn't useful. In order to preserve
ourselves.-Ed.). A confirmation of god's elementary laws and an ancient truth. The main
thing is to become a good person.

And not to lose interest in life, not to lose interest in leaming, discovering, understand-
ing. Not to give in to stupidity.

In order to paint, do you really have to slice yourself up? Then again, perhaps you can't
get something strong and vital without slicing yourself up...

0.: So the best art is by those “self-ticklers” or those cultivators of personal experiences
and tragedy? (Self-abusers in the pot!)

R.: No, but an experience is mandatory; what you talk about has to have some connection
with your being: you have to have experienced it yourself. Just a couple weeks ago, |
suddenly understood that ultra-banal phrase “God is with you." It sounds terribly
religious, but it doesn't matter whether God is evolution, an old man with a white beard,
or something else. It's hard to describe this feeling; there’s no basis for worry, so do what
you do, as best you can, and be peaceful. Within this giant mechanism or organism, you
are but a speck of dust fulfilling his task. (Perhaps this task has been erroneously
conceived, or maybe there is no task at all; but if this is the case, then the mechanism has
been built so that we can conceive this task.) Because it’s wrong to think that we, in our
limited cognitive sphere, in which we are unable to even comprehend time and space,
would be able to comprehend the aim and structure of the universe.

0.: If our thinking is so limited, then why should we rack our brains, and not simply
abandon ourselves to stupidity and primitive enjoyment and waste our lives away’

R.: | agree that life must be enjoyed, but (what's there to quote here?) primitive
enjoyment isn't the only source of enjoyment. . .the striving for fulfiliment. . .(eh, my
train of thought slipped away again... .).




No, you have to keep in mind somewhere that natural economy as the ideal model for
living. Nothing you do should be in conflict with this idea.

The moment when everything seems wonderful and possible.

| never try to say anything new and unprecedented; | try to say things that are essential,
or to remind people of something essential.

| also try to avoid “cheesy” things — things that are physically powerful, like blood,
disfigurements, asses (thought this is a very powerful way of attracting attention). To my
mind, these things attract attention in a purely physical way, but paralyze thinking. This
leads to the erroneous conception that, if something attracts attention, it has some kind
of value.

It's much more important, and also more complicated, to attract attention that is rooted
in the interests of a slightly higher frequency.

0.: What do you mean? You have blood and sex here and there, too.

R.: Of course, all those things have a place in my attitude toward all-encompassing
feelings, but that shouldn't be allowed to become the main object of interest.

0.: Perhaps you try to pull off the cheap trick where things look real, as in real life?

R.: Didn't | already tell you that | haven't invented anything, and, overall, barely even
have my own ideas? The only thing that forms me, and that might make me different
from someone else, is that selective totality of ideas and thoughts that | accept as
necessary for me, or appropriate, or true.

0.: But don't you think that your painting, contrary to the general direction of art, lacks
the presence of thought and reflection?

R.:No. | don't think that painting is the only mode of expression. It’s just that right now,
for me, it seems to be the most organic one. | also think that what's necessary is an art
that is topical and oriented purely toward thinking, questioning, and the deciphering of
social processes and stereotypes. But that's not my path. That's not interesting for me.
I'm interested in basic human elements (which often balance on the border of banality).

0.: Why can’t you make a video about this, or an installation, or something else’

R.: Perhaps I'll end up working in video, too, but right now | think in paintings. 've done
photography as well, but don’t anymore, at least not as independent works. | want to
paint.

A slightly speculative idea about how painting is a wonderful opportunity to think
outside of language, and circumvent the process where language dictates our course of
thinking.

0.: But why, then, is realism important for you?

R.: Perhaps, being a sort of country (earthy) type, I'm very down to earth. | think that in
painting that twig or person, and in precisely the way | paint it, | can say much more than
by merely manipulating variations in color, field, and form. And realism is a sort of
bubble, because it doesn't even exist, just as each of us has his or her own reality. Maybe
'm trying to formulate or grasp that reality or being where | am right now, or want to be.

Every strong painter (this may be replaced with the word “artist” — td.) creates a new
version of reality, or a viewpoint that is not visual but based in thinking and opinions.
Renaissance, Baroque, Rococo, Impressionism, etc. Pollock, Hopper, Hockney... My
desire is to create my reality, based in a life affirm. . .ing(?) position. Normal, stabile (I
could be a painter of normality and ordinariness)... Of course, this doesn’t mean that
you should just paint flowers; life has its bitterness, too. Death, destruction, evil, and
egoism are integral parts of the world. But true wisdom hides in how to overcome all this
and learn to live with it. A smart person can't be unhappy, because an unhappy person
can't be smart. Likewise, a smart person can't be evil, because an evil person isn't smart.
Evil usually comes from negligence, inattentiveness, indifference, and foolishness.

Evil, just like anger, is an expression of weakness.

I'm not interested in sickness. Affirmations of neuroses, weakness, and stupidity. I'm
interested in health, quests for health.

0.: Intelligent people, good people, enlightenment — all this somehow sounds terribly
feeble and bland.




0.: Intelligent people, good people, enlightenment — all this somehow sounds terribly
feeble and bland.

R.: So, then, what — an Ubermensch? That's just a limitation of language, or a limitation
of my own untalented use of language.

0.: How do you know what intelligence, spirituality, and enlightenment are?

R.:1 don't know. Similarly, before you've leamed to walk, you don’t what it means, to
walk; or before you've got drunk for the first time, you can’t know what it’s like, to be
drunk.

But you really want to try.

(.- Why do you think those portraits or landscapes have some sort of higher value? You
think that since you've invested so much energy, it must show up there or come back to
you? But there is 50000000 much senselessly wasted energy in the world. . .maybe.

Why do you wear yourself out, trying to place the earth against the sky; what are you
trying to do there? If it’s just a story, just formal relationships — why?

R.: Well, because. ..you need to convince people about what you do. And any talk
without justification is valueless. Painting is a language through which | try to say
something; it doesn't matter whether it’s important to someone or not. Without it,
there’s just emptiness.

A compound sentence with a bit of theatricality, or the feeling that it’s just a story about
what you see there. As simply as possible this time, so that the green patch is simply a
green patch and, at the same time, a lawn with a dearly discernible amount of moisture
and lighting. A natural incompleteness, like in thoughts and conversations. Not just
thrown together but, rather, detailed and precise.

0.: (ant you just paint a painting that depicts what you think, and that’s it?

R.: Good art is there in order to feel or experience yourself. And that is always lacking.
An artist is like a baker or a farmer: he bakes a loaf, someone eats it, and then he has to
bake another one. That's just like what | do: | paint a painting, people look at it, and then
I have to paint another one.

(.: Are you trying to say that an artist s just a manufacturer, like, for example, a manufac-
turer of interior objects?

R.:Yes. Icons are interior objects, too. But “food-product manufacturer” sounds better.
Sometimes, in order to write one book, you need a whole lifetime; but for others, all they
need to do is publish it. Just because you taste a fine fruit doesn't mean you won't want
any more; you'll want to enjoy it again and again. The act of discovery plays an
important role in the bouquet of taste.

And if everything were totally clear, there wouldn't be any painting at all. People paint
because they only have some vague conception of things, a conception that isn't
completely clear.

0.: It looks as if you don't clearly understand what you want to say. You paint something,
and what comes out is what you get.

R.: No doubt: nothing is clear for me. But | work around a specific set of doubts and
ambiguities, which you might call my personal message.

(.: Perhaps all this is just your delighting in yourself?

R.: Maybe it is; but if | want to do it, why shouldn't | be allowed to?

0.: Stupid argument.

R.: No, you should do what you want to. That's the most important thing.

0.: Have you realized the intention on account of which you began this series? Did you
grasp the feelings and paint the idea that you wanted to?

R.: I'have no idea. Right now, in terms of temporal distance, I'm too dlose to judge. |
guess there comes a moment when the works become independent and show what | am
and where | am, not where and what | want to be.

0.: Will you be ashamed of this text?
R.: Oh, of course! Will | ever! Just as | do whenever | show a painting. Perhaps not
ashamed but, rather, bewildered at my honesty and excessive disclosure.

Andris Eglitis
2008
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Gleznu sérija “Zem debess Juma”
Series of paintings “Under The Sky”

-“Glezna nr. 24" audekls/ella, 346x246cm, 2008
“Glezna nr.25" audekis/ella, 260x219¢cm, 2008
-"Glezna nr.30” audekis/ella, 182x220¢m, 2008
“Glezna nr.27" audeklis/ella, 232x210cm, 2008
-“Glezna nr.28" audekls/ella, 178x230cm, 2008
“Glezna nr.26” audekls/ella, 280x260cm, 2008
-“Glezna nr.32" audekis/ella, 165x330cm, 2008
-“Glezna nr.31" audekis/ella, 280x200cm, 2008
-“Glezna nr.29" audekls/ella, 199x230cm, 2008
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