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! ! Latvijas sabiedribai instalacijas
Devindesmito gadu 5o i

Informacijas par notikumiem pasaules laikmetigaja maksla arvien truka.
Katra SMMC-Riga ikgadéja izstade bija svaigs satricinagjums gan publikai,
gan kritikiem. Astondesmitajos notika epohala robezu parkapsana, kad
maksla iziet arpus ierastajam telpam un formam, bet devindesmito specifika
ir kuratora un makslinieku ieceru un iespéju saliedéta kustiba sabiedrisko
aktualitasu virziena, organiska sintéze, kuras rezultats — instalacija — k|ast par
universalu un joprojam problematisku makslas veidu.

Intervijas ar trim atskirigiem maksliniekiem — Olegu Tillbergu, Sarmiti Malinu
un Kristapu Gelzi — méginats skaidrot versijas par instalaciju pievilcibu
devindesmitajos gados. Sarmite Malina ir vieniga sieviete ta sauktas pirmas
instalatoru paaudzes kompanija (paréjie — Ojars Pétersons, Kristaps Gelzis,
Andris Breze, Olegs Tillbergs). Vinas nereti kinétiskas vai skatitaja [idzdarbibu
prasosas instalacijas atgadina smalkus rokdarbus, inspiracijas avots biezi
mekl&jams personiskos pardzivojumos. Kristaps Gelzis atskiriba no kolégiem
konsekventi strada ar popularas kultaras klisejam, veidojot drastiskus un
izaicinosus objektus — rébusus. Savukart Olega Tillberga vienlidz skulpturali
un gleznieciski iespaidigie darbi joprojam attaisno savulaik kada lietuviesu
kuratora pieskirto akadémiskas instalacijas parstavja nosaukumu. Makslinieka
dailradei netrlkst visai plasas publicitates jau devindesmito gadu vida,
daudz nozimigu zinu ir, pieméram, kataloga dalibai izstadé ,Ars Fennica”
1994. gada. Tapéc musu saruna nevilus ievirzas iekSupvérsta pasrefleksija un
visparinajumos.

AJ[ J[he be innin of the WQQOS installations were still
g 8 something new for the Latvian

public. There was still a lack of information on the processes of the world of
contemporary art. Every annual SCCA-Riga exhibition was a fresh blast for critics
and audience alike. If the 1980s were a period when the epochal transgression of
borders — when art went beyond traditional spaces and forms — took place, then
the specific feature of the 1990s was a unified movement towards topical social
issues by curators and artists, something like an organic synthesis, resulting in
installations which became a universal and still problematic medium of art.

The interviews presented here with three different artists — Olegs Tillbergs,
Sarmite Malina and Kristaps Gelzis — are an attempt to explicate views on
the attraction of installations in the 1990s. Sarmite Malina is the only woman
among the so-called first generation installation artists group (the others are —
Ojars Pétersons, Kristaps Gelzis, Andris Breze, Olegs Tillbergs). Her installations,
often kinetic or requiring participation of the spectator, remind one of intricate
embroidery, the source of inspiration frequently being that of personal
experience. Kristaps Gelzis, unlike his colleagues, consistently works with
the clichés of the popular culture, creating drastic and challenging objects —
rebuses. The works of Olegs Tillbergs for their part, impressive both sculpturally
and pictorially, still justify the designation once applied to them by a certain
Lithuanian curator as being representative of the academic installation. The
oeuvre of the artist enjoyed wide publicity even in the mid-1990s, a great deal
of significant information can be found, for instance, in the catalogue published
in relation to the ARS FENNICA exhibition in 1994. Thus our conversation
unintentionally drifts into introspective self-reflection and generalizations.
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Devindesmito gadu naturala
saimnieciba

Saruna ar Olegu Tillbergu

Gaidot Berlines vilcienu. |zstade Zoom faktors. 1994.

Waitir ain. Exhibition Zoo

Self-Subsistence Farming
Of The 1990s

A conversation with the artist Olegs Tillbergs
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IEVA LEJASMEIJERE: - Kas ir riska moments devindesmito
gadu maksla, ko tu mini kada no iepriekséjo gadu
intervijam?

OLEGS TILBERGS: - Més bijam padomju laika cilvéki,

ar informaciju bija Svaki, gandriz nemaz nebijam tiesi
saskarusies ar Rietumu masdienu makslu. Pamata izaugam

ar polu zurnalu ,Projekt”. Poliem bija tuvaka saskarsme ar
Rietumiem, bet arT viniem pasiem bija |oti spécigi makslinieki.
Neteiksim, ka mums vajadzéja steigties, bet vajadzéja savaldit
risku, atrast kaut kadus jaunus motivus, jo bija vélésanas

péc jaunas izteiksmes, bet nebija parliecibas. Paveroties ta
sauktajam dzelzs priekskaram, kluva skaidrs, ka maksla ir
likumsakariga, ka to, ko més darijam tolaik, 80. un 90. gados,
zinamu laiku ieprieks darijusi makslinieki Rietumos. Tikko ka

IEVA LEJASMEIJERE: - What is the risk factor in art of the 1990s
that you refered to in an earlier interview?

OLEGS TILBERGS: - We were Soviet-period people; there was
little information; we had almost never had direct exposure to
Western contemporary art. Basically we were influenced by

the Polish magazine Projekt. The Poles were in closer contact
with the West, and they also had remarkably powerful artists. |
wouldn't say we had to hurry, we rather had to get a grip on the
risk, find some new motifs, as we had a wish for new mode of
expression, but we lacked confidence. When the so-called Iron
Curtain came down, it became clear that art is etiological as the
things we did at that time, in the 1980s and in the 1990s, had
been done by Western artists a certain time before. The moment
I encountered Western art | was strongly influenced by Joseph



saskaros ar Rietumu makslu, uzreiz nonacu stipra Jozefa Boisa
jespaida un joprojam uzskatu vinu par nozimigu avotu savai
darbibai. Mani gan vairak vina maksla saista tiri intuitivi, ne tik
daudz intelektuali, jo vin$ atskirlba no manis nodarbojies ari
ar savas makslas teorétisku pamatosanu.

I. L.: - Vai jas nemulsindja laika nobide — ka Rietumos $ijaunda
valoda lietota jau vairakas dekades ieprieks?

0. T.: - Tapéc es teicu, ka maksla ir likumsakariga. Nav svarigi,
cik talu dzivo no kadas metropoles vai ar kadu laika nobrdi
no pirmajiem precedentiem. Likumsakaribas skar visus.
Dabiski, ka nebijam nekads avangards, vajadzéja daudz
macities. Pieméram, gleznieciba jau tolaik bija izcili pasaules
klases makslinieki, pieméram, Aija Zarina. Bet mums, kas

Pieturvieta. 22. Sanpaulu biennale, Brazlija. 1994.

Stop. 22nd Sad Paulo Biennial, Brazil. 1994

Beuys and | still reckon him a significant source of inspiration for
my work. Yet | am attracted to his work more intuitively, not so
much intellectually, as, unlike me, he has engaged in theoretical
explanations of his art.

I. L.: - Were you not confused by this chronological discrepancy,
the fact that the new language had been employed in the West
several decades before?

0. T.: - Thatis why | said that art is etiological. The distance to
some metropolis or chronological difference between you and
the first precedents doesn't play a role. Everything is governed by
etiology. Needless to say we were no avant-garde, we had a lot
to learn. For instance, there were already accomplished world-
class artists, for example, Aija Zarina, but we, who wanted to

grib&jam nodarboties ar instalacijam, bija vél Joti gars cels
janoiet, lai batu kaut cik lidzvertigi Rietumu maksliniekiem.
Bija jaatrod tada ka sava nisa vai specifika. Mums bija
skaidrs, ka ir svarigi, lai makslinieks izaugtu no savas vides,
no savas kultdras, tapéc nekada arzemju paraugu un autoru
kopésana nenotika.

I. L.: - Ar Boisu jus saista ne vien tas, ko tu mazliet ezoteriski
sauc par zemapzinas limeni, bet ari vizualas un materialas
izteiksmes lidzibas.

0. T.: - Man ta radniecibas sajuta rodas, skatoties uz vina
makslas darbiem. Tomér Boisu nekad atdarinajis neesmu.
Un vispar esmu kaut ko kopéjis tikai agra jauniba, kad biju
aizravies ar Borisu Bérzinu. Patik ari Biruta Delle, pieméram.

work with installations, we still had a long way ahead of us before
becoming equal to Western artists to some extent. We had to
find our own niche or specialty as we were aware that it is vital
that an artist evolves in a particular environment and culture,
therefore there was no copying of foreign patterns and authors.

I. L.: - The connection between you and Joseph Beuys is not only
what you esoterically called the unconscious, but there are also
similarities in visual appearance and material expression.

0. T.: - | get this sense of kinship when actually looking at his
works. However, | have never imitated Beuys. In fact | only copied
something in my early years when | was fascinated by Boriss
Bérzins. | also like Biruta Delle, for instance. Nonetheless, | have
never seriously worked in painting, | haven't got such scope
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Tacu pats ar glezniecibu nopietni neesmu nodarbojies, tik
augsta lidojuma man nav, un gleznojot nepameta sajdta, ka

kaut kada zina pats sevi pievilu, daru to, ko man nevajag darit.

lestajos akadémija tikai 25 gadu vecuma, péc armijas, un man
likas, ka nevaru térét laiku kaut kam liekam, intensivi mekl&ju
sev piemérotu izteiksmes veidu. Domaju, kas ir laba maksla
un kas - slikta, centos atrast kadus lietojamus kritérijus. Tapat
ar nodarbojos ar sevis, savu dotibu izpéti, méginot saprast,
ko vispar varu un ko labak nemaz neméginat.

I. L.: - Ka tu saproti tadu jédzienu ka paplasinata télnieciba,
kas tiek attiecinats uz Boisa instalacijam?

0. T.: - Es laikam noraidu tadu jédzienu. Manuprat, instalacija
ir pavisam kaut kas cits. Pirmkart, instalacijas parsvara

jecerétas un uztveramas kada vidé. Ir batiskas atskiribas starp
instalacijam un télniecibu. Makslinieki dazreiz jokojas, ka
télnieciba ir proporcija starp izcilni un iedobumu. Instalacija
ir drizak gleznieciba ar priekSmetiem, jo katrs priekSmets kaut
ko nes. Makslinieka darbs ir sava Tpasa veida paraudzities uz
siem priekSmetiem un atrast veidu, ka tie sasaucas cits ar citu
un neplanoti pilnveido autora ieceri.

I. L.: - Tavu epohadlo klejojumu sakara gribéju jautat, kas
bija svarigak - klejot, ienirt pilsétvidé vai iegtt vajadzigos
priekSmetus?

0. T.: - Aptuveni jau zinaju, kur un kapéc dosos un kas
apmeéram tur varétu mani gaidit, bet priekSmeti noteikti nav
svarigakais. Pats klejosanas process bija loti batisks, jo ta ir

Pasargata vieta. Personalizstade Konjunktara. Pilsétas makslas galerija Im Sophienhof, Kile, Vacija. 1995.
Protected Place. Solo exhibition Conjuncture. City Gallery Im Sophienhof, Kiel, Germany. 1995

of vision, and when painting, the feeling that I am somehow
deceiving myself and doing something that | shouldn't be doing
never left me. | enrolled in the Academy only at 25, after Russian
military service, and felt that I cannot waste my time, | was
intensely seeking an apt mode of expression. | contemplated
what is good art and what is bad, tried to discover some criteria
that could be put into practice. Likewise | tried to explore myself
and what my abilities were, aiming to understand what I am
capable of and what is out of my reach.

I. L.: - How would you interpret such a term as “expanded
sculpture” which is attributed to Beuys’ installations?

0. T.: - I think I would rather reject it. In my opinion installation
is something completely different. To begin with, installations
are mostly conceived and meant to be perceived in a particular
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environment. There are essential disparities between installations
and sculpture. Artists are fond of the joke that sculpture is the
proportion between a relief and a concave. Installation is rather
like painting with objects, because each object has its own
implications. The task of the artist is to look at these objects from
a specific perspective and to find a way in which they relate to
each other and fulfill the conception of the artist in quite an
unpredictable manner.

I. L.: - In relation to your epochal wanderings — was it more
important to wander, to plunge into the urban scene or to obtain
the necessary objects?

0. T.: - I roughly knew where and why | would be going and what
I would find there, but the objects were definitely not the most
important. The wandering process itself was quite essential, as



tada ka saruna ar sevi, drizak sevis, nevis mantu

mekléjumi. Klejosanas process ir ka bridis, kad orkestris

Vel nespélé, bet péc kamertona uzskano instrumentus.

Ir vélésanas, bet nav skaidribas. Svarigi ir atrast sevi to
kamertoni, lai viss paréjais — priekSmeti un idejas — saskanotos
pareizi. Tad, kad viss ir savakts un sataisits, japaiet dazam
dienam, lai ar distanci paraudzitos, ir vai nav izdevies

visu saskanot.

I. L.: - Vai tev Sai procesa ir svarigi, ka tdas ir padomju lietas
postpadomju situdcija?

0. T.: - N&, ne ta. Manuprat, 80. gadu beigas un devindesmito
sakums bija diezgan revolucionara situacija pasaulé vai
vismaz Eiropa. Varétu teikt, ka tobrid |Gza laiks. Bija svarigi it

ka ielékt vilciena, lai tiktu [idzi jaunajam idejam un tempam.
Un interesanti, ka vél péc kadiem pieciem — desmit

gadiem nak jauna makslinieku paaudze un mas - vecos
nogrdz no kraujas. Teorétiski jau pastav iespéja ari ielékt
nakamas paaudzes vilcieng, bet tas ir mazliet sarezgitak, sevi
javerté |oti kritiski. Makslinieka uzdevumes ir sajust laiku. Ar
vilcieniem domaju tadus brizus, kad makslas un sabiedribas
mijiedarbiba ir pasi ciesa.

I. L.: - Ka izpaudas ta ipasa mijiedarbiba?

0. T.: - Més, makslinieki, sakotnéji tikai mekléjam jaunas
izteiksmes iespéjas un nenojautam, ka, iespéjams,
ietekméjam sabiedribu un ka beigu beigas sabruks
padomju impérija.

Instalacija personalizstadé Konjunktura Pilsétas makslas muzeja Helsinkos. 1995.

Installation in solo exhibition Conjuncture in City Art Museum in Helsinki. 1995.

it is a kind of conversation with oneself, rather like a quest for
oneself, not the material objects. This process is like the moment
when an orchestra is not playing yet, but tuning their instruments
to concert pitch. There is a wish but nothing is definite yet. It is
vital to find this concert pitch within oneself, so that all the rest —
objects and ideas — will attune to each other properly. A few days
should then pass after everything is assembled and put together,
so a time distance occurs from which it would be possible to
assess whether the tuning had been successful.

I. L.: - Is it important to you in this process that these are Soviet
objects within a post-Soviet context?

0. T.: - Not really. | think that the end of the 1980s and the
beginning of the 1990s was quite a revolutionary situation in the

world or at least in Europe; it could be said that it was a period
when time broke apart. It was crucial to sort of make it to the

last train in order to keep pace with the new ideas and the new
speed. And an interesting thing is that after some five or ten years
comes a new generation of artists which pushes us, the old ones,
off the cliff. Theoretically there is a chance to make it to the train
of the next generation, but it is slightly more difficult, one has to
be highly self-critical. The task of the artist is to be conscious of
time. With the concept of train | mean such moments when the
interaction between art and society is particularly close.

I. L.: - How did this particular interaction manifest itself?

0. T.: - We, the artists, were initially only looking for new
ways of expression and were not aware of the fact that we
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I. L.: - Vai tas par laiku kG mékslinieka galveno materidlu ir
tas, ko tu stasti studentiem kops 90. gadu vidus?

0. T.: - Neko jau nevar iestastit, un talantu nevienam nevar
iedot vai noradit, kur to dabdat. Vienigais, ko varu darit, ir
méginat vinam atklat, saprast pasam sevi. Es esmu tikai tads
ka stalkers. Tas ir mans uzdevums. Manuprat, Tpasi labi tas
izdodas Ojaram Pétersonam.

I. L.: - Ka tev Skiet — vai izdevigaka situacija bijat jus
devindesmitajos — bez kadas ipasas skolas, vai ari
mdasdienu jaunie makslinieki, kam ir plasas laikmetigas
makslas studiju iespéjas?

0. T.: - MUsu paaudzei bija |oti liela ieinteresétiba, zinatkare.
Domaju, ka tam bija savi rezultati.

I. L.: - Vai devindesmitajos tev bija svarigs komunikacijas
aspekts? Vai rekinajies, ka tavus darbus uztvers?

0. T.: - Tadu rékinasanos uzskatu par kompromisu, kas
makslai ipasi par labu nenak. Ta atkal ir likumsakaribu téma —
ja makslinieks spéj uztaisit kaut ko, kas vinam pasam patiesi
ir svarigi, tad tas nevilus rezonés ar vél kadiem cilvékiem, bez
kadiem komunikativiem apsvérumiem. Méaksla, manuprat,

ir tada ka dvéseles naturala saimnieciba — tu taisi visu

pats sev. Un tas, izradas, ir vajadzigs visiem. Ir jau gan ari
tada aprobéta formula, ka sabiedriba soda makslinieku

un makslinieks — sabiedribu. ledomajies, kads cilvéks séz
biroja un pardod pildspalvas. Vina mdzs ta arf paiet, bet
pildspalvas tacu kadam ir vajadzigas... Tatad visam sava vieta,
art maksliniekam.

Personalizstadé Skaties man acis. 1995.

In solo exhibition Look into My Eyes. 1995.

were influencing society and that eventually the Soviet empire
would collapse.

I. L.: - Is that what you have been telling your students since the
mid-1990s — about time as the main source material for an artist?

0. T.: - Itisimpossible to convince someone about something,
neither is possible to give someone talent or point to where
to get it. | can merely try to help them to discover, understand
themselves. My task is simply to be sort of a guide. | think Ojars
Pétersons is especially good at this.

I. L.: - Do you think that you, in the 1990s, without any specific
training, were in an advantageous situation, or are the young
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Personalizstade Skaties man acis izstazu zalé Arsenals. 1995.
Solo exhibition Look into My Eyes in the Exhibition Hall Arsenals. 1995.

artists today who have extensive possibilities of contemporary
art studies?

0. T.: - Our generation was extremely curious, inquisitive. It lead
to certain results, | believe.

I. L.: - Was the communication aspect important to you in the
1990s? Did you anticipate the reception of your works?

0. T.: - I regard that kind of anticipation as a compromise that
does no good to art. Again, it is the theme of etiology — if the
artist is capable of creating something that is of true significance
to himself, it will resonate among other people without any
communicative considerations. In my opinion, art is a kind of



Bez nosaukuma. 1996. |zstade Personigais laiks. Igaunijas, Latvijas un Lietuvas maksla.
1945-1996. Galerija Zacheta, Varsava, izstazu zale ManéZa, Sanktpéterburga.

Untitled. 1996. Exhibition Personal Time: Art of Estonia, Latvia and Lithuania 1945-1996.
Zacheta Gallery, Warsaw, Manezh Central Exhibition Hall, St. Petersburg. 1996.

self-subsistence farming of the soul — you make everything for
yourself. And then it turns out that everyone needs it. Of course,
there is also this clichéd formula that society punishes the artist,
and vice versa. Imagine a person sitting in an office and selling
pens; he spends all his life like this, but people actually do need
pens... So everything has its purpose, also an artist.

I. L.: - Your 1990s works are sometimes associated with
provocative aggression because of their large scale and rough
textures: what is your opinion on that?

0. T.: - The works displayed my personality of that time. | didn't
even realize it was aggression. That was my antipode — | was

I. L.: - Tavus devindesmito gadu darbus lielo izméru un raupjo
faktdru dé] médz asociét ar provokativu agresiju. Ka tu uz to
raugies?

0. T.: - Tie darbi bija tadi, kads biju es pats tolaik. Un es pat
nenojautuy, kas ir agresija. Tas ir mans antipods. Es baidijos no t3,
ko daru. Makslinieks parasti baidas no savam idejam. lzdodas
realizét tikai kadu dalu no visa, kas ienak prata, jo vienkarsi ir bail.
Ir vajadziga kaut kada proporcija starp bailém un parliecibu.

I. L.: - Tu tagad |oti skaisti domd par makslu, gandriz vai
dzeja, bet ka bija devindesmitajos ar pasrefleksiju?

0. T.: - Toreiz vadijos no absoldti kailam sajatam. Ta bija tira
intuicija, bet nedomaju, ka iespéjams to kaut ka skaidrak
formulét. Nezinaju, kapéc, bet man patika, vajadzéja

tas lielas mucas, jo redzéju, ka tas ir arkartigi iespaidigs
apjoms, un, saliekot paris tadu prieksmetu kopa, es dabasu
vajadzigo pardzivojumu. Varbat skatitaja pardzivojums
nebija ekvivalents manéjam, bet nav jau ari tadas vajadzibas.
Skatitajam nedrikst pateikt par daudz prieksa. Pieméram,
kad komponists raksta muziku, ving art maziku izjat pavisam
citadi, neka péc tam koncerta to izjat publika.

Es, pieméram, nebaudu méakslu. Tas man nav dots. Es ar to
nodarbojos.

I. L.: - Devindesmitajos, ka saprotu, bija diezgan atklatas,
kolegialas un vértéjosas sarunas par laikabiedru makslu.

afraid of what | was doing. An artist is usually afraid of his ideas.
Itis possible to realize only part of what comes into your mind,
because you are simply afraid. There has to be some kind of
balance between fear and confidence.

I. L.: - Now you contemplate art in beautiful terms, almost
poetically, but how was it with self-reflection in the 1990s?

0. T.: - At the time | allowed myself to be led by pure senses. It was
sheer intuition, but I don't think it can be defined more precisely.

I didn't know why but | liked it and | needed those big barrels,
because | saw that it was a tremendously impressive volume, and
by putting a couple of such objects together I would achieve
the desired emotional experience. Maybe the experience of a
spectator was not equivalent to mine, but there is no necessity
for that, really. A spectator shouldn't be given too many clues.
For instance, when a composer writes music, he perceives it
completely differently from the audience later in a concert. |, for
instance, cannot enjoy art; | haven't got what it takes. | work with it.

I. L.: - In the 1990s, as | understand, there were quite
open, collegial, and critical discussions about art of the
contemporaries.

0.T.: - Yes, it was engaging to compare how charged each piece
of work is, are you or are you not capable of contending with it. It is
like running a distance with a champion who will definitely come
first, or running and already knowing that you are the fastest. An
intrigue is when competing with someone of similar abilities.
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0. T.: - Ja, bija interesanti salidzinat, cik jaudas ir katra
darba ieksa, vai vari vai nevari ar to spékoties. Tas ir ta ka
skrieties ar baigo meistaru, kas tevi noteikti noskries, vai ari
skriet, jau zinot, ka esi visatrakais. Interesanti ir konkurét ar
[idzvértigiem spékiem.

I. L.: - Kas tavads attiecibds ar pasauliir tas trausluma un
skumju avots, kas nosaka tavu devindesmito gadu darbu
poétisko specifiku?

0. T.: - Tur neko nevar darit, katram ir sava personibas struktdra.

Mana maksla bija parsvara polaras izjatas — vai nu skumjas,
vai prieks, kaut kas |oti estétisks vai agresivs, pa vidu neka

nebija, vienmér galéjibas. Mana specifika laikam bija tadas ka
agresivas skumjas... Vai skumjas péc agresijas... (Smiekli)

Turklat darbs top tikai procesa, tas pats kaut kada zina sevi
veido. Nekad nav bijis ta, ka ieprieks visu skaidri izdomaju un
realizéju. Protams, ir tada ka materiala pretestiba, kas ienes
korekcijas. Bet, ta ka labi pieprotu daudz noderigu amatu,
tehniska puse man nekadas ipasas gratibas nav sagadajusi.

I. L.: - Vai tu savu praksi sauktu vairak par darbu ar telpu vai
ar ideju?

0. T.: - Man vienkarsi ir attieksme pret priekSmetu, pret vidi,
telpu. Pieméram, instalacija “Pali” bijusi izstadita daudzas

Baltie sparni. 1997. Jarmala.
White Wings. 1997. Jurmala.

I. L.: - What is the source of fragility and melancholy in your
relationship with the world that characterizes the poetic nature
of your 1990s works?

0.T.: - Itis the way it is; everyone has one’s own personality
structure. My art contained mainly polar emotions — either
melancholy or joy, something highly aesthetic or aggressive,
there was nothing in-between, always extremes. Most likely, my
speciality was a sort of aggressive melancholy... Or a melancholic
yearning for aggression... Ha ha...

Besides, the work is only created in the process of the making,
it somehow forms itself. | have never conceived of something
in detail before the realization. Of course, a kind of material
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resistance exists that brings with it alterations. Yet, as I am
skilled in many useful crafts, the technical side has never really
been a problem.

I. L.: - How would you define your practice - rather as a work with
space or an idea?

0.T.: - I simply have an attitude towards an object,
environment, space... For example, my installation Flood

has been exhibited in many various spaces and has always
appeared, sounded different. Unfortunately, the spectator

is able to see it all only by walking on the floor, | wish it could
be possible to look at the works also by walking on walls,

for example...



dazadas telpas un vienmér izskatijusies, izskanéjusi citadi.
Diemzél skatitajam ir iespé&jams to visu apskatit, tikai
parvietojoties pa gridu, gribétos, lai bltu iesp&jams vérot
darbus ari, pieméram, ejot pa sienam...

I. L.: - Ka tu vérté elektronisko mediju iespéjas sai zina?

0. T.: - Nja, nezinu, vai tagad mani interesétu virtuala realitate.
Tomeér jatu, ka mans dikstaves periods ir beidzies.

I. L.: - Vai ekologija bija batisks ideju avots taviem
devindesmito gadu darbiem?

0. T.: - Tas ta formali, patiesiba tas vienkarsi bija érti. Kas ta
tada ekologija maksla vispar ir? Drizak jau jaruna par dvéseles,
garigo ekologiju. Ne spainiem, ne palagiem ar ekologiju
nebija nekada sakara.

I. L.: - Vai tu joprojam piekriti, ka tavu darbibu asocié
ar redlismu?

0. T.: - Protams, es taisu redlas sajatas no realiem
priekSmetiem. Reiz kada vacu galeriste jautaja, vai es varot
uztaisit makslu no neka. s atbildéju, ka, protams, varu.

I. L.: - Un ko uztaisiji?
0. T.: - Neko, vina bankrotéja.

I. L.: - Vel tu esi neuzmanigi izteicies, ka tevi interesé teorija,
analitika. Vai ir kadi panakumi $ai joma?

I. L.: - What do you think of the possibilities offered by electronic
media in this regard?

0. T.: - Hm...l am not sure whether | would be interested in virtual
reality now. Still, | feel that my downtime period has come to an end.

I. L.: - Was ecology an essential source of ideas for your 1990s
works?

0. T.: - Only formally, actually it was just convenient. What, after
all, is ecology in art? We should instead consider the ecology of
the soul, the ecology of the mind. Neither buckets, nor sheets
have anything to do with ecology.

I. L.: - Do you still agree that your pursuits are associated
with realism?

0.T.: - Of course — | create real feelings out of real objects. Once
a German gallery owner asked whether | could create art out of
nothing. I replied that I can, naturally.

I. L.: -And what did you create?
0. T.: - Nothing, it went bankrupt.

I. L.: - You have also quite incautiously mentioned that you
are interested in theory, analytics... Have you had any success
in this area?

0. T.: - Well, | have overestimated my potential here.
Regrettably, | cannot produce more than some three sentences.

0. T.: - Te nu savas spéjas esmu parvertéjis. Diemzél

talak par kadiem trim teikumiem netieku. Iznak tikai

tada ka epitafija. Ir dazadi apdavinati cilvéki, ir makslinieki,
kas pat lekcijas lasa, bet es nespéju neko formulét.
Stradaju ar nervu galiem, ar nemitigi mainigu situaciju.
Kadreiz ar muguru varéju just, ka aiz manis stav kads
cilvéks. Esmu pavisam cita tipa makslinieks. Vismaz

biju tads.

I. L.: - Vai tev nav bijusi véléesandas nodarboties ar formveidi,
ne tikai izmantot gatavus priekSmetus, kas kadreiz jau kaut
kas ir bijusi?

0. T.: - Laikam ar jaunam formam esmu stradajis tikai kolazu
kastés ar el|u, tur tieSam taisiju jaunus apjomus, tas bija par
naves tému. lespéjams, o darbu sakara ari var runat par
ieprieks pieminéto télniecibu. Tapat var runat par biedéjoso
momentu $ais darbos. Tagad spriezu, ka vienkarsi esmu
bailigs cilvéks, tapéc arT taisu biedéjosus darbus. Tas ir
likumsakarigi.

I. L.: - Izndk, ka maksla ir tada ka pasterapija?

0. T.: - Laime ir darit to, ko gribas. Tikai tas nereti robeZojas ar
likumu. Pieméram, ja man gribétos kadu izcept un apést...

I. L.: - Gribas?

0. T.: - Nu, es ar acim censos to darit... Iztélé jau viss notiek.
Un, pieméram, kino ari diezgan daudzus apéd.

The result is a sort of epitaph. There are diversely gifted
persons, artists who can even give lectures, but | cannot
formulate anything. I work with raw nerves, with a constantly
changing situation. Some time ago | could feel with my back
someone standing behind me. | am a completely different kind
of an artist. At least | was.

I. L.: - Haven't you felt inclined to work with form, not only to
use ready-made objects which have already been something
before?

0. T.: - Most likely with new forms | have only worked in oil, when
creating my collage boxes, | was really creating new dimensions
there, it was on the theme of death. Maybe in the context of
these works it is also possible to talk about sculpture that we
mentioned before. One can also talk about the macabre aspect
of these works. Now | reckon the reason | make fearsome works
is that | simply am a fearful person. It is consequential.

I. L.: - So art is self-therapy then?

0. T.: - Happiness is being able to do what you want. Only it
often breaches the law. For instance, if | wanted to cook and eat
someone...

I. L.: - Do you want to?

0. T.: - Well, I try to do that with my eyes... Everything is possible
in one’s imagination. And, for example, in films quite a number of
people get eaten, too.
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