Pienak mamma un iemet vél...

Saruna ar Kristapu Gelzi

Your Mum Comes And Dishes Out
Another Ladle...

A conversation with the artist Kristaps Gelzis

IEVA LEJASMEIJERE: - Vai instalacijam 90. gados pievérsies, jo
citadi nevaréji, vai ari tapéc, ka bija kluvis iespéjams izmantot
jaunus izteiksmes veidus, paméginat ko jaunu?

KRISTAPS GELZIS: - Kaut kdda nozime, protams, bija ar
tam, ka informacija par pasaules makslas norisém kljuva
pieejamaka, tacu tas butu parak vienkarsi. Process, ka
rezultata grafika nevijus parauga telpiskas izpausmes,
notika pats no sevis, bez ipasam ietekmém no arpuses. Bija
sajUta, ka ir skaidrs, ka to varétu izdarit, un tas ir interesanti.
Es akadémija beidzu grafikus. Grafika radosais process ir
apméram puse no visa kopa, kas notiek, lai rastos makslas
darbs, paréjais jau ir amata prasme, tehnologijas un
tamlidzigi. Man gribéjas, lai nodarbosanas ar ideju un tas
“iekséju” apstradi butu ilgaka. Tomér tas nenotika uzreiz. Bija
darbi, kur grafika pamazam iesaistijas telpiskos objektos,
visadas formas, kur, pieméram, bija virst kada faktdra vai
zZiméjums. Es vienkarsi darfju ta, ka jutu.

Mana gadijuma ir svariga ari arhitektdras klatbutne gimené.
Kops bérnibas tévam un bralim palidzéju taisit maketus,
apstradat dazadus materialus. Telpiska domasana bija
attistijusies organiski, empiriski uzstcot visu, kas notika
apkart. Ar tapéc iespéju darboties ar telpu saskatiju ka
vienigo celu savai attistibai. Nemaz nevaréju iedomaties
palikt par kartigu stajgrafiki.

Arl tagad, kad pédéja personalizstadé esmu atgriezies pie
konvencionalakam izpausmém — akvarela, jau, iecerot izstadi,

IEVA LEJASMEIJERE: - Why did you turn to installation art in the
1990s - because you couldn’t not do it, or because it had become
possible to use new means of expression, to try something new?

KRISTAPS GELZIS: - Information on events in world art was
becoming more readily available and that did, of course, also
play a certain role — but that's too simplistic an explanation.

The process which resulted in graphic art unwittingly evolving
into spatial manifestations was spontaneous and did not have
any particular external influences. There was this feeling that |
had a good idea of how to do it, and that it was an interesting
thing to do. I studied printmaking at the Academy. In the
graphic arts the creative process is just about a half of what
needs to happen for a work of art to be born; the rest is down
to craftsmanship, technologies and so on. | wanted the stage of
working on an idea and its “internal” processing to be longer. But
it didn't happen all at once. There were pieces where graphic art
gradually bled into spatial objects, different shapes covered in
some texture or drawing, for example. I simply did what | felt.

In my case, the presence of the discipline of architecture in my
family was also important. Since early childhood | had helped
my father and my brother build models and work with different
materials. My spatial thinking had developed organically, by
empirically soaking up everything that was going on around me.
That was another reason why | saw working with space as my
only path of development. | couldn’t imagine myself remaining
purely a printmaker.
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redzu, kura vieta kurai bildei jabdt. Tas jau pirms gleznosanas
ietekmé to, kada bilde bus.

I. L.: - Izndk, ka instalaciju valodu apguvi pasmacibas cela,
izteiksmes lidzekli bija jarada pasam. Ka mdcijies to valodu?

K. G.: - Skatoties atpakal, var vienkarsi pateikt, ka skatijamies
zurnalus. Tomér ne tik vienkarsi. Bija art skaidrs, ka jarékinas
ar $ejienes uztveri un iespéjam. Arzemju maksla vienalga
bija ka kaut kada paraléla pasaule, kas nav kopé&jama un tiesi
parnesama, jo neder ne $ai vietai, ne apstakliem.

Interesanti par mUsu ta saukta pirma vilna instalatoru
paaudzi kopuma — mums visiem bija pamatiga akadémiska
izglitiba, més macéjam zimét un gleznot. Tas bija |oti
batiski ari instalacijas, jo pratam mérktiecigi stradat ar

formalam lietam — kompoziciju, krasu utt. PEc tam jau naca
klat komunikacija, par ko toreiz gan daudz nedomajam.
Svarigakais bija panakt skatitaja attiecibas ar darbu “dzivaja’,
iesaistoties maksliniekam ka tulkam. Tas attiecas gan uz
performancém, gan ari uz pirmajiem video darbiem.
Filméjam tacu pasi sevi, savu darba procesu. Primarais
uzdevums tolaik bija mainit dialogu starp makslinieku un
skatitaju.

I. L.: - Vai tas, ko tu tikko sauci par komunikaciju, darbu ar
ideju, ir kaut kas, ko var iemdcities, apgut, attistit?

K. G.: - Sodien jau komunikacija ir aprobéts jedziens.
Visi saprot, kas tas ir. Tolaik pirms komunikacijas bija
nepieciesama tada ka audzinasana. Makslinieki péksni
saprata, ka vinu uzdevums ir audzinat skatitaju, jo tas, ko

Janaséta. 1992.
Jana séta (St. Johns Yard). 1992,

Even now, returning to the more conventional expression of
watercolour for my latest solo exhibition, | can visualise the
proper placement for every picture as | plan the exhibition. And
this influences the picture before I've even started to paint it.

I. L.: - So it follows that your language of installation is self-
taught, you had to create your own means of expression. How
did you learn that language?

K. G.: - Looking back, | could simply say we went through a lot
of magazines. But it was not that simple. Clearly, one also had to
bear in mind the local perceptions and available options. Foreign
art was still some sort of a parallel world which could not be
copied and directly transferred, because it did not suit this place
and those circumstances.

242, | INSTALACIJIAS

An interesting fact about the entire generation of the
so-called first wave installation artists: all of us had a
fundamental academic education, we could all draw and paint.
[t was very relevant where installations were concerned as
well, because we knew how to work with the formal aspects —
composition, colour etc. — in a purposeful manner. And then
communication was added to the mix, but we didn't spend
much time thinking about it back then. The most important
thing was to make the spectator have a “live” relationship with
the work, with the artist serving as an interpreter. This goes for
performance art and also for the first video works. After all,

we filmed ourselves, our working process. The primary task
back then was to change the nature of the dialogue between
artist and audience.



piedavajam, bija kaut kas nepierasts. Man skiet pozitivi
talaika maksla, ka provocéjosais aspekts bija mazak svarigs.
Provokaciju lietojam drizak ka paskaidrojumu.

I. L.: - Ka tu to domad — audzinat skatitdju, audzindt skatities
makslu vai ari ka morali par socialpolitisko fonu?

K. G.: - Gan ta, gan ta, bet parsvara jau attieciba uz
jemanam skatities makslu. Skatitajam bija jasaprot un
jamacas makslas darbam veltit vairak laika un piepules,
koncentrét uzmanibu. Tolaik maksliniekiem vienmér nacas
aizstavét savas darbibas. Tas ir atskirigi no muasdienam,
tagad maksliniekus aizstav citi.

I. L.: - Raksturo, ludzu, kadus 90. gadu darbus, kur batu bijis
Ipasi aktuals audzinosais aspekts?

K. G.: - Noteikti Jana séta”— tris izstazu cikls, kas sakas ar
instalaciju E. Veidenbauma muzeja,Kalacos" Katra izstadé bija
izcelts kads aspekts. Skatitajam tadéjadi bija vieglak uztvert
un pienemt, ko es vispar daru, redzot, ka varu gan uzgleznot,
gan objektus un instalacijas uztaisit. Sodien kiet, ka batu bijis
pareizak izstadit uzreiz tikai instalaciju, tas butu iedarbigak un
agresivak, bet audzinosos noltkos izstadiju visus tris darbibas
veidus ar vienotu ideju. Arf instalacijas, kas joprojam atrodas
Helsinkos, ir par telpas uztveri.

Tomér es gribétu uzsvért, ka makslinieks nekad netaisa
darbus kadai plasakai auditorijai, kadai sabiedribai, bet tikai
sev, savai apkartnei, ko vins pazist. Tapéc, manuprat, nav
svarigi, vai darbs saskan ar plasakas vai $aurakas auditorijas
izpratni, problémam. Paslaik laikmetiga maksla ir uz robezas

Eko séta. 1994-2004. Helsinki.
Eco Fence. 1994-2004. Helsinki.

I. L.: - Is this skill that you just called communication, working on
an idea, something that can be learnt, mastered, developed?

K. G.: - These days communication is an approbated concept.
Everybody knows what it means. Back then there was a

need for something like education before you could start on
communication. Artists suddenly realised their task was to educate
their spectator, because what we were offering was something the
spectator was unused to. To me, one of the most positive things
about the art of that time is the fact that the provocative aspect was
not that important. We used provocation more as an explanation.

I. L.: - What do you mean by “educating the spectator” - teaching
them to view art, or some sort of a moral lesson regarding the
socio-political backdrop?

K. G.: - Both, but mostly with regard to their skills of looking at
art. The public had to learn to understand and learn to devote
more time and effort to a work of art, to focus their attention. At
that time artists always had to defend their actions. These days it
is all very different — these days artists are defended by others.

I. L.: - Please describe some works from the 90s which had a
particularly relevant educational element.

K. G.: - Jana séta (St. Johns Yard), definitely — a series of three
exhibitions, which started with an installation at the Eduards
Veidenbaums Museum at Kalaci. Each exhibition brought to the
fore a different aspect. This way it was easier for the spectator to
perceive and accept what | was doing, because | showed | could
both paint and create objects and installations. Thinking about it

INSTALACIJAS | 243



starp brivas gribas aktu, jaunradi un angazétu, noteiktas
intereses parstavosu darbibu. 90. gados tadu pretrunu nebija.

I. L.: - Vai vari minét darbus, kuros bija svarigs
socialpolitiskais fons?

K. G.: - Jateic, ka ir, es nekad neesmu cinijies pret padomju
varu. Neesmu bijis socialpolitiski aktivs. Varbdt tada
konformistiska veida kaut kur kaut ko var nolasit, bet tas ir
interpretacijas jautajums. leceres limeni neka tada nav. Man
ka inteligences, japiju atvasei tas varbt arf nepiestavéetu.

I. L.: - Kapéc gan? Tiesi sesdesmito gadu gara...

K. G.: - Nedomaju vis. Drizak tas piestavétu tadiem, kas nav
nakusi no Rigas makslas vides, no toreizéja establismenta.

Tacu darbi par telpisko uztveri ar kaut kada zina uztverami
socialpolitiski. Kaut vai tai pasa “Jana sétd”var nolasit kaut ko
par kopigo, privato un tamlidzigi. Turklat séta Helsinkos jau
stradaja pavisam citadi — ka urbanas un ekologiskas vides
noskirums. Bet tas nav nekas politisks. 1994. gada vienlaikus
ar izstadi “Valsts” bija ideja par “zelta sétu” (stieplu pinumu)
pretim Brivibas piemineklim, kas ari darbotos ka skiréja, un
péc izvéles varétu iztéloties, ko ta 3kir. Sai gadijuma pati
vieta dotu diezgan skaidru politisko kontekstu. St skice ir art
publicéta, bet projekts netika Istenots, jo tas batu bijis parak
sarezgiti vispar aiztikt to laukumu saistiba ar drosibas un

vél visadiem apsvérumiem. Ideja ir fikséta, un viss. Aktuals
tas darbs batu joprojam... Tomér sobrid mani vispar vairs
neinteresé darit kaut ko publiska telpa.

Stavvieta. 1994.

Parking Place. 1994.

now, it does seem it would have been better to go straight for the
installation — it would've been more impressive and aggressive —
but | went by the educational route and exhibited all three types
of work under a single umbrella concept. The installations that are
still in Helsinki are also about perception of space.

[ would, however, stress that an artist never creates works of art
for some wider audience, some public — he does it for himself,
his own environment that he knows well. Therefore | think it is
irrelevant whether or not the work is in tune with the perception
or problems of some narrower or wider audience. Right now
contemporary art is balancing on the line between an act of free
will, the process of creation, and engaged activities representing
certain interests. In the 1990s this contradiction was not there.

I. L.: - Can you name any works in which the socio-political
background played an important part?
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K. G.: - | have to admit | have never fought against Soviet rule.
I've never been socially and politically active. Perhaps you could
read it into some of my stuff in some conformist way, but that's
a matter of interpretation. There is none of it at the conceptual
level. And, as I am the offspring of intellectuals, yuppies, perhaps
it wouldn't suit me.

I. L.: - Why not? It's right in tune with the spirit of the 1960s...

K. G.: - | don't think so. It would be more appropriate for those
who haven't come from Riga art circles, from the establishment
of that era. But to a certain degree my works on the subject

of spatial perception can also be viewed from a socio-political
angle. Take that aforementioned Jana séta, for example: you
can perceive it as dealing with what is common and what

is personal, etc. Besides, in Helsinki that fence worked in a
completely different way — as a boundary separating urban and



“Valst” bija arT darbu sérija ar celazimém, kas definé
vietu, — pieturvietas zime “P"kartupelu lauka un “R"burts
Rundales pils parka, simetriski pa vidu. Pietiek iespraust
Zimi, lai iznicinatu telpas praktiskumu, raditu citu
prieksstatu par telpu.“R” Sai gadijuma bija domats ka
atkartojuma zime, ka norade uz rekonstrukciju, nevis
praktiski, bet priecajoties par redlu iespéju uztaisit ta, ka
bija agrak. Bez amatniecibas. Drizak otradi — sakot, ka var
panakt kaut kada zina to pasu, tikai ar zimi.

Ir ari darbi, kuru mérkis ir definét kadas konkrétas vietas vai
telpas vértibu, ieklaujoties gluzi realu interesu sadursmju
konteksta, pieméram, par kadu vietu pilséta, ko gribétu
izmantot gan kultQras, gan biznesa instittcijas.

“Zviedru galds”arT ir viens no 90. gadu darbiem, kur
batisks socialpolitiskais konteksts. Tas atrodas Stokholma,
socialdemokratu Staba pagalma. Zviedri visu saprata.

I. L.: - 90. gados jaunas ir ne vien instaldcijas. Paradas ari
kuratora profesija ka batisks starpnieks starp makslu un
publiku. Raksturo, lGdzu, So sadarbibu no makslinieka
viedok|a. Mani interesé, ka tas bija - ja ir pasatijums
izstadei, top maksla, nav pasatijuma - nav ari makslas? Vai
makslinieks savus resursus un receptorus ta vienkarsi ieslédz
un izsledz?

K. G.: - Tobrid més visi macijamies — gan makslinieki, gan
kuratori. Tagad, manuprat, gandriz vispar nav kuratoru, ir
artdzeji, tapat ka didzeji un vidzeji. Kurators nem makslas

R-ekonstrukcija pie Rundales pils. Izstade Valsts. 1994.

R-econstruction at Rundale Palace. Exhibition State. 1994.

ecological environments. But that's not a political thing. In 1994,
alongside the State exhibition, there was the idea of putting up a
‘golden fence” (wire mesh) opposite the Freedom Monument; its
function would again be to separate, and the spectators could
make up their own minds about what was being kept apart. In
this case the very location of the object would give it quite an
unmistakeable political context. This sketch has been published,
but the project was never completed, because it would have
been too difficult to even touch that space, due to security and
other concerns. The idea has been noted, that's all. This piece
would still be relevant... But I'm no longer interested in doing
anything in the public space at the moment.

State also featured a series of works with road signs that define a
space — P, the parking sign in the middle of a potato field, and R
in the park at Rundale Palace, symmetrically placed in the exact

centre of the space. All it takes is one sign and the practicality of a
space can be annihilated, the space is perceived in a completely
different way. R in this case stood for “repeat’, a symbol of
reconstruction — not in a practical way, but by taking joy in the
real possibility of making it what it was before. Without any skilled
craftsmanship. Quite the opposite, in fact — by saying that the
same thing can be achieved, in a way, by just putting up a sign.

There are also works which aim to define the value of a particular
place or space within the context of a conflict of quite real
interests — for example, regarding a spot in the city which both
cultural and business institutions would like to use.

Swedish Table is another work from the 1990s in which the
socio-political context plays an important role. It is located
in Stockholm, in the courtyard of the Social Democrat
headquarters. The Swedes get it perfectly.
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darbus un miksé savu gabalu, kaut kada zina pats kladams
par makslinieku. Manuprat, caur $o artdzejosanu rodas
vértibu manipulacijas. 90. gados $is process bija |oti
caurredzams, tolaik jaunie kuratori aktivi diskutéja ar
maksliniekiem par iemesliem, kdpéc kads darbs izstadei

der vai neder. Lidz ar to atlases kritériji un kopéjais izstades
mérkis bija |oti skaidri. Tobrid laikmetigas kultaras politiku
kopigi veidoja gan jaunie kuratori, gan makslinieki, macoties
sagatavot projektu un motivét savu ieceri. Ipasi disciplinéja
izstades arzemés, jo tad nevaréja atlauties radoso procesu
izstiept lldz pédéjam bridim, jau ieprieks bija jablt skaidribai
par rezultatu visos, art [oti praktiskos aspektos. Rezultatam
bija jabdt galva.

Tomér més darbojamies visu laiku neatkarigi no t4, ir vai nav
izstade. Vienu laiku stradajam blakus ar Ojaru Pétersonu, zinu,

ka vinam bija tapat. Visu laiku attistijam visadas idejas, it ka
"darijam sevi” Tiesi $is pastavigais darbs garantéja limeni, péc
kura raudzijas kurators.

Svarigi, ka bijam eksporta prece — musu uzdevums bija radtt,
kas més vispar esam, kada ir masu identitate, specifika.

Manuprat, masdienas kultivetais makslas un kultdras
menedZments attistas virziena, kas ierobezo makslinieka
brivibu - brivibu domat par pasauli un skaidrot savas
attiecibas ar to, nevis tikai piespéléjot kuratora iecerei.

Ideja ir kaut kas pilnigi jauns, tai jarodas no neka. Nevis t3, ka ir
izgatavots kaut kads podins, un makslinieku 10dz péc vacina.

I. L.: - Pastasti, ladzu, vel par atskiribam, stradajot seit un
drzemés. Ka bija veidot makslu svesai videi un auditorijai?

Zviedru galds. 1zstade Prospekti. Stokholma. 1995.

swedi

s. Stockholm. 1995

I. L.: - It wasn't just the art of installation that was new in the
1990s. The curator emerged as an important mediator between
art and the public. Describe, if you would, this collaboration from
the artist’s point of view. | am interested in what it was like: if a
commission for an exhibition comes in, a work of art is produced;
50 no commission — no art? Can an artist turn his/her resources
and receptors on and off so easily?

K. G.: - We were all learning at that point — both artists and
curators. These days there are practically no curators left, | think —
they're artjays, akin to deejays and veejays. A curator takes

works of art and mixes up his or her own creation, becoming
something of an artist in the process. | think this artjaying leads
to a manipulation of values. In the 1990s this process was very
transparent, the young curators of the time were involved in
active discussions with the artists regarding the reasons why a
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particular work of art was or was not suitable for an exhibition.
Accordingly, the selection criteria and the overall aim of the
exhibition were always very clear. At that time that young
curators and artists were shaping the contemporary culture
policy together, by learning to prepare a project and substantiate
a concept. Any exhibitions abroad were particularly useful for
discipline, because in these cases it was not possible to draw out
the creative process until the very last minute; every detail of the
result had to be defined beforehand, even the most practical
aspects. The result had to be there, complete in your mind.

But we kept working all the time, regardless of whether there was
an exhibition or not. For a while | worked next to Ojars Pétersons,
I'know it was the same for him. We were always developing all

kinds of ideas, sort of “working ourselves”. And it was this constant
work that guaranteed the artistic level the curators were seeking.



K. G.: - Nebija jau ta, ka nokjuvam arzemés ka uz Méness.

Ne uzreiz veidojam darbus publiska vidé, sakuma
neuzdrikstéjamies neko tadu domat. Tas notika pakapeniski.
Vairak vai mazak tie bija projekti iekstelpas. Tacu pamazam
sakam skatities arf ara pa logu, nonakot lidz darbiem pilsétvide
bez vietas piesaistes kadai galerijai vai muzejam. Viss notika loti
dinamiski, katru pusgadu radas kadas jaunas iespéjas. Un tapéc
bija svarigi stradat visu laiku, lai batu, ko paradit, ja ir vajadziba.
Kaut vai instalacija Kotka' ar kartsléksanas stativu — si skice man
jau bija pirms uzaicinajuma braukt uz turieni un kaut ko izstadit.

I. L.: - Raksturo, ludzu, populards vizudlds kultdras kliseju
vietu un nozimi savos darbos.

13 Instalacija“Dullais Dauka”izstadé “Port of Art”Kotkas pilsétvide Somija
1995. gada.

K. G.: - Ak par mikimausiem... Tas sakas ar kolekcionésanu, es
vinus vienkarsi kraju. Man ir grati to komentét, bet méginasu.
Es Sos popkultdras simbolus parasti izmantoju ka negativo. Lai
negativais nebutu gars, izpladis teikums, salidzinot ar valodu,
vieglak panemt jau gatavu formu, frazi; mani neinteresé
nekadi filozofiski popkultdras konteksti. Panemot mikimausi,
es aiztaupu sev un skatitajam laiku iztirzat visiem saprotamas
lietas. Ar So télu man ir vieglak attélot, pieméram, bezrpigu
negausibu. Vél batiski, ka ar 30, es teiktu, primitivo formu, es
pastiprinu ideju. Klajakais darbs ir pasportrets ar mikimausa
masku, kur ta nozimé skaidru, rupju merkantilismu. Tai pasa
laika man patik, ka tas ir ar dzivespriecigi, bérniskigi un stulbi,
nojaucot iespéjamo idejas didaktiku. Te laikam manos darbos
atskiriba no Sarmites Malinas un Ojara Pétersona darbiem
paradas postmoderna kolekcionésana.

Dullais Dauka. 1zstade Port of Art. Kotka, Somija. 1995.
Crazy Dauka. Exhibiton Port of Art. Kotka, Finland. 1995.

Quite importantly, we were export goods — our task was to show
who we are, our identity and specific character.

| think the kind of art and culture management that is
cultivated nowadays is evolving in the direction of constraining
the artist’s freedom — freedom to think about the world and
interpret one’s relationship with it, instead of just playing along
to the curator's concept.

An idea is something completely new, it has to come from
nowhere. You can't have some kind of a pot already made and
then ask an artist to make a lid for it.

I. L.: - Please elaborate on the differences between working here
and abroad. What was it like to create art for an unfamiliar
environment and audience?

K. G.: - [t wasn't quite like we'd landed abroad as if on the Moon.
We didn't immediately start creating pieces for the public space;
we didn't even dare to think of anything like that at first. It
happened gradually. They were more or less indoor projects. But
then we also started looking out of the window a bit, coming to
works for the urban environment, untied to any specific location
of a gallery or a museum. Everything evolved very dynamically,
there were new opportunities coming along every six months
or so. And that is why it was important to keep working all the
time — in order to have something to show, should the need
arise. Take, for example, that installation of a pole vault stand in
Kotka' - I did that sketch long before | was invited to go there
and exhibit something.

13, Installation Crazy Dauka at the Port of Art exhibition in Kotka urban
environment in Finland, 1995.
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I. L.: - Vai 90. gados tevi intereséja, ka tevi pozicioné — ka
konceptuadlistu, kontekstualistu, minimalistu?

K. G.: - Formulé&jumi nav mana darisana, ari tolaik par to
nedomaju. Bijam |oti aiznemti ar tadiem k& makslinieka
karjeras jautajumiem — atklat jaunas izteiksmes iespéjas
un tehnologijas. Vispar tolaik Latvija ta sauktas publiskas
attiecibas nebija tik attistitas, nebija tik svarigi sevi
pragmatiski novertét un prezentét.

I. L.: - Vai tekstam ir nozime tavu darbu uztveré?

K. G.: - Daudzreiz nosaukuma tekstam ir btiska nozime.

Pieméram, "Jana séta’,"Nekéa personiga” BieZi nosaukumiem ir
ar literarie zemteksti, tapéc tie var atskirties latvieSu un anglu
valoda, lai saglabatu pareizo zemtekstu. Nosaukums ir sliedes,

Neka personiga. 2001.

I. L.: - Please describe the role and importance of the clichés of
popular visual culture in your works?
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I. L.: - Did you care about the way you were being classified in the
1990s - as a conceptualist, contextualist, minimalist?
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uz kuram uzlieku skatitaju, lai vins dotos pareizaja virziena.
Ir arf gadijumi, kad nosaukums sasaurina darba nozimi,
pieméram, "Eko séta” man nemaz tik |oti nepatik.

Cita aspekta teksti ka anotacijas man drizak skiet lieki un pat
traucéjosi, bet masdienas laikam vairs savadak nevar. Domaju,
ka ar So anotaciju un projektu tekstu kultGru makslinieki it ka
iesloga pasi sevi cietuma, jo tas liedz iespéju bat maksimali
radosiem tai izteiksmes veida un valoda, ko nevar uzrakstit.

I. L.: - Ka tu skaidro 90. gadu instalatoru paaudzes darbibas
apsikumu?

K. G.: - Ta perioda misija bija beigusies, bija nepieciesams
laiks, lai atkal kaut ko akumulétu. Sis laiks katram var bat
dazads. Tas ir galvenais iemesls, bija arf sadziviskas un

lidn't think
with what

K. G.: - Definitions are none of my busine
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ering new
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I. L.: - Does text have any importance in the perception
of your works?
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finansialas lietas. Jau 90. gadu otraja puseé bija tada ka
inerce, kad tika taisits kaut kas no devindesmito sakuma
akumulétajiem resursiem un energijas.

Es pat to nesauktu par apsikumu, drizak par tadu ka
nepublicéto darbibas dalu, jo ta laika ideju fiksacijas ir
saglabajusas. Bet par jaunu misiju vajadzéja ripéties
kultarpolitikai, stradajot pie intereses un finanséjuma. No t3,
ka nebija $is jaunas misijas, cies sabiedriba, nevis makslinieks.
Maksliniekam profesionali batiski ir izdomat un fiksét ideju,
un tas notiek.

I. L.: - Mazliet ezoteriski, bet vai ir sajata, ka esi atbildeéjis
vai sanémis atbildi uz jautajumiem, kurus uzdod maksla,
kas varbat lidzsvaro attiecibas ar pasauli un mazina
nepieciesamibu péc aktivam izpausmém?

K. G.: - Lidzsvaru sasniegt ir |oti bistami. Labakais stavoklis ir
loti tuvu lidzsvaram. Drosi vien lidzsvars iestajas kopa ar navi.
Tomér atbildes, kas rodas radosaja procesa, ar ir labas, jo
palidz atmest lieko.

Ir arT lietas, kuras mani vairs galigi neinteresé, jo tas ir pilnigi
notikusas, atbildétas, noslégtas. Ir uztaisiti dazi darbi, kas
atrisina privati makslinieciskas problémas, it ka kopa ar
jautajumu ietverot sevi ari atbildi, un tie ir labakie darbi.
Vistuvakais man $ada zina ir videodarbs “Neka personiga’,'

14, Videoinstalacija izstadé "Masdienu utopija”E. Smilga Teatra muzeja Riga
2001. gada.

the kind of manner and language of expression that cannot be
put down in writing.

I. L.: - How do you explain the exhaustion of activity of the 1990s
generation of installation artists?

K. G.: - The mission of that era had come to an end; it takes time
to start accumulating something again. The length of the time

it takes is different for everyone. This is the main reason, even

if we dismiss any additional circumstantial or financial aspects.
By the latter half of the 1990s a sort of inertia had already set in,
when things were being created using the resources and energy
accumulated in the first half of the decade.

I wouldn't even call it exhaustion; rather, it is something of an
unadvertised part of the creative life, because the captured ideas
of that era still remain. But the culture policies should have taken
care of providing a new mission by working on interest and
financing. It is the society — not the artist — that suffers the lack of
such a new mission. To an artist it is professionally important to
create and capture an idea, and this still happens.

I. L.: - This will sound a little esoteric — but do you feel you have
answered or received answers to questions asked in art, answers
that perhaps keep in balance your relationship with the world
and lessen the need for active expressions?

K. G.: - Achieving this balance is a very dangerous thing. The best
point is just short of equilibrium. True equilibrium probably only

kas gandriz izslid no fokusa par devindesmitajiem, bet kaut
kada zina perfekti noslédz, atbild uz daudz ko, ar ko esmu
nonémies devindesmitajos. Sai darba ir ists megaoptimisms.

Ar atbildém maksla ir apméram ta — ir liels putras Skivis, tu
&d un éd, un liekas, ka tdlit jau basi visu apédis, bet pienak
mamma un iemet vél.

arrives with death. But the answers found in the creative process
are also good — because they help you discard the unnecessary.
There are also things that | don't find at all interesting any more,
because they have happened completely, they've been solved,
concluded. There are some pieces that solve private artistic
problems, they somehow contain the answer along with the
question, and those are the best ones. In this sense my favourite
is my video work Nothing Personal™, which is almost out of the
range of the focus on the 1990s, but is in some ways a perfect
conclusion or answer to a lot of what | was doing in the 90s. This
work is truly mega-optimistic.

Answers in art are something like a great big bowl! of porridge;
you eat and eat, and just when you think you're almost done
your Mum comes and dishes out another ladle.

14. Video installation at the Contemporary Utopia exhibition at the Eduards
Smilgis Theatre Museum in Riga, 2001.
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