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Ar Miervaldi POLI Olegu
TILLBERGU un Edgaru VERPI
sarunagjas Solvita KRESE

Ao WE SWITCHERBOALS

Solvita KRESE talks with Miervaldis POLIS
Olegs TILLBERGS and Edgars VERPE




Saruna ar trim maksliniekiem, kuru radosas aktivitates
atstajusas paliekosu vertibu Latvijas latkmetigas maksla
jau pirms devindesmitajiem gadiem, komente dazado laiku
idzibas un atskirtbas, skarot tadas temas ka postpadomju
makslas konteksts, institucionalas un makslas valodas
parmainas, jaunais pieprasjums, atceroties hrestomatiskus
makslas notikumus un art to neoficialo vesturi,

Similarities and differences are explored by interviewing
three artists whose creative contribution to Latvian
contemporary art extends to a time well before the 90ies;
by recalling art events which have since become history
and reviving the stories behind them. 'T'he various
comments deal with themes like the context of post-Soviet
art, changes in institutional and artistic language and
emerging demand,
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SOLVITA KRESE: - Devindesmitie gadi ir parmainu laiks
politikd, ekonomika, sabiedribd, ari maksla. Kadi bija
devindesmitie jums katram?

MIERVALDIS POLIS: - Desmitgadém nav nozimes. Laiks
dalas citadi - bija Stalina laiks, Hrus¢ova laiks, Brezneva
laiks, Gorbija laiks. Kamér més bijam Padomju Savieniba,
tikmeér bijam intereses objekts. Kad sakas neatkariba, bija
uzbUlvéta maza valstina, neka ipasa vairs nebija. Protams,
pasaule tad pavéras — ja kaut kur brauca, nevienam vairs
nebija japrasa atlauja.

Man tas laiks saistijas ar Latviju, ar makslu — ar to, ar ko es
nodarbojos visu laiku. Tapéc man faktiski nekas nemainjas.

EDGARS VERPE: - Istais pacélums un parmainas, manuprat,
bija pirms tam — no 1985. lidz 1991. gadam.

S. K.: - Makslas institucionala un finansésanas sistéma,
darbibas formats un jaunais pieprasijums tacu mainijas tiesi
devindesmitajos.

OLEGS TILLBERGS: - Toreiz bija Rietumu interese par masu
makslu, kas, protams, bija saistita ar politisko situaciju. Bet
tad ari més bijam spicé un splavam uguni, cik varéjam!

,Riga — latviesu avangards” 1988. gada bija pirma izstade
arzemes, kur varéja ieraudzit kopainu, avangardu. Izstade bija
fantastiska, tad més dzivojam mazliet eiforija.

M. P.: - Paradoksali, bet to izstadi organizéja sarkanie. Sakuma
bija uzaicinajums no Berlines, kreisas organizacijas', kas gan
bija citadi komunisti. Rietumnieki ari pielika,Avangarda”
nosaukumu, kas man riebj. Avangards ir armijas dala, kas

1. Neue Gesellschaft fir Bildende Kunst

Izstade Riga - Latviesu avangards Kunsthallé Rietumberliné. 1988.
Exhibition Riga - Lettische Avantgarde in Staatliche Kunsthalle in West Berlin. 1988.

SOLVITA KRESE: - The nineties are a time of change in politics,
economics, social life and also art. What did the 90ies mean to
each of you?

MIERVALDIS POLIS: - The decade itself is of no importance. Time
is measured in a different way: we speak about the Stalin time,
the Khrushchev time, the Brezhnev time, the Gorby time. We
were of interest while we were part of the Soviet Union. As we
gained independence, we became a small country; there was
nothing special about us any more. Certainly, on the other hand,
the whole world opened up: if a person wanted to travel, he did
not have to ask anyone’s permission to do it.

For me that time related to Latvia, to art: the things | had been

doing always. Therefore, for me personally nothing had changed.

EDGARS VERPE: - | would say that true enthusiasm and change
relates to a time before the 90ies — between 1985 and 1991.
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S. K.: - But the change in the institutional and financial systemof
art, the operational framework and the new demand relates
specifically to the 90ies, doesn't it?

OLEGS TILLBERGS: - That was the time when the Western public
showed an interest in our art which, certainly, was related

with the political situation. And we too found ourselves on

top of things, and we ,spat fire”as much as we could! In 1988
Riga — Lettische Avantgarde was the first exhibition held abroad
where you could see the whole picture, avant-garde. The
exhibition was fantastic, we all felt euphoric about it.

M. P.: - It seems a paradox that the exhibition was organised
by the Red-wing. It all started with an invitation from Berlin,

a leftist organisation' which was basically communist, of a
different kind though. It was the Western guys who labelled us

1. Neue Gesellschaft fur Bildende Kunst



izvirzita pret ienaidnieku, un avangardisti bija divdesmito gadu
komunisti un anarhisti, kuru lozungs bija noslaucit iepriekséjo
makslu. Es neesmu avangardists un pat gribédams neesmu
varéjis tads but. Es lepojos ar to, ka esmu arjergardists, jo man
nepatik, ka dekadenci sauc par makslu. Grieki to nesauca par
makslu, un renesansé to nesauca par makslu, bet tagad més
esam sistéma, kas sakas ar modernisma spekulacijam.

0. T.: - Bet mums toreiz piedavaja iespéju. Izstadei naudu
deva Vacijas puse. Tikai péc laika es sapratu, ka blakus visam
citam vacu organizatori gribéja ari padarit situaciju komerciali
izdevigu. P&c tam més, dazi makslinieki, to ari stenojam —
izstadijamies jau privatas Berlines galerijas.

Tie cilvéki, kas te brauca, bija |oti zinosi. Kad vini te ieraudzija
izcilus maksliniekus, sakot ar Valteru un Purviti, vini saprata,
ka kaut ko te ari prot. Protams, vinus galvenokart intereséja
jaunas tendences. Més par Rietumiem bijam tikai kaut ko
dzirdéjusi, kaut ko aptaustijusi polu Zurnalos, bet nekada
nopietna prieksstata jau nebija.

Vacija man piedavaja sadarboties divas galerijas. Viena
darbojas jau kadus divdesmit gadus. Otra pardeva Jozefa
Boisa darbus. Es izlému par labu Boisam, jo toreiz nesapratu,
ka to var pardot katrs, ka ista lieta ir ieiet tirgQ ar nezinamu
vardu. Bet ta galerija bankrotéja.

M. P.: - Zini, ko nozimé sindroms,iznacis no armijas”?
Daudyzi, brivibu parédusies, degradéjas. Més visi bijam ka

,avant-garde’, a name which | personally detest. In a military
sense avant-garde”is the part of the army confronting the
enemy, and avant-gardists were the communists and anarchists
of the 20ies whose war-cry was to sweep away,old art”. | am
definitely not an avant-gardist, and | could hardly have been
one, even if | had wished to. | take pride in rearguard action,
and | object to appreciating Decadence as art. The Greeks

did not call it art and it was not called art during Renaissance
either, while we now are in a framework which started with the
speculations of modernism.

0. T.: - But it was a chance offered to us. The exhibition was
funded by the German side. It was some time before | realised
that among other things the German organisers wanted to turn
the situation to some commercial benefit. Afterwards, some

of us, artists, made use of it: we went on to exhibit our work in
Berlin, but this time in private galleries.

The people who came down to Latvia were very
knowledgeable. When seeing some of the great masters (from
Valters and Purvitis onwards), they immediately understood
that artists here had some ability. Certainly, they were mostly
interested in the new trends. We, on the other hand, had just
heard a few things about the West; we had been groping our
way through some Polish magazines before, but we had no real
understanding of things.

In Germany two galleries offered cooperation. One had been on
the market for some twenty years. The other sold Joseph Beuys.
| decided to go for the one which sold Beuys, because at that
time | had but little understanding that it did not require much

cietumnieki — piedzimusi un uzaugusi cietuma, trisdesmit un
Cetrdesmit gadu vecuma pirmo reizi tikam ara uz bridi - ko
tur var saprast? Neko.

0. T.: - Pa kuru laiku lai saprastu, ja mums bija jataisa maksla?
Gleznotaji arzemés varéja staigat apkart un klausities,
viniem uz izstadi jau bija sagatavoti darbi. Més, kas taisijam
instalacijas, visu radijam uz vietas.

E. V.: - Man arT nekad nav bijis avangarda uzstadijuma

S. K.: - Bet tava gleznieciba nebija tradicionala, ta bija
konceptudla.

E. V.: - Man viss konceptualisms beidzas ar,Maigajam
svarstibam” 1990. gada. Lidz tam man likas, ka ar glezniecibu
es varu paust savu attieksmi pret. Vélak vairs nebija, pret ko to
attieksmi paust, un tam vairs nebija jégas.

Gleznieciba vienmeér ir saistita ar komerciju, tapéc

mums lielaka interese bija par Ameriku neka avangarda
basanam. Ap 1991. gadu man bija skaidrs, ka ar konjunktaru
es nenodarbosos. Tad izradijas, ka tas, ko dariju ieprieks, ir
kadam tikpat vajadzigs. Bet tas bija parak sarezgiti —

braukt stradat uz Ameriku. Un, lai sarazotu galerijai
vajadzigo masu, batu jaglezno kadas piecdesmit sesdesmit
bildes gada. Es nekad tik daudz neesmu uztaisijis. Kapéc
braukt tur un Stancét... ja tepat ir labi. Es uzskatiju, ka
profesionala makslinieka darbs ir gleznot un no ta dzivot.

ability to sell @ name”and that the real thing was to put out an
unknown name on the market. But that gallery went bankrupt.

M. P.: - Have you heard about the syndrome of leaving the
army”? Many people who suddenly have too much freedom
ruined themselves. We all have initially been prisoners — born
and raised in prison; we were released for a while at the age of
thirty and forty — what could we understand? Nothing at all.

0. T.: - We had no time to spend on getting an insight; we

had to make art! The painters being abroad could look and
listen around — they had their work ready for the exhibition.
We, the ones who made installations, had to create everything
on the spot.

E. V.: - |, too, have never held any avant-garde views.
S. K.: - But your painting was not traditional, it was conceptual.

E. V.: - All my conceptualism ended with Gentle Fluctuations
exhibition in 1990. Until that time | believed that through
painting | could say what | was ,against”. Later there was no one
to oppose any more, and | felt things had turned meaningless.

Painting has always been related to commerce; therefore,

we were more interested in the USA than in the avant-garde
things. Around 1991 | was already sure that | would not follow
the leading trend. Then it turned out that the things | had been
doing before were needed as much. But it was too complicated
to move out to America for the sake of working there. And in
order to produce the required numbers for the gallery I should
have to paint some fifty to sixty canvasses per year. | had never
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Lidz 1996. gadam to ar realiz&ju un, kad saku just, ka esmu
par vecu, lai no tam svarstibam batu kada jéga, saku darit
kaut ko citu.

S. K.: - Tavuprat, makslai ir jéga tikmeér, kamér taja ir kads
pretestibas vektors?

E. V.: - Tas ir dazadi, bet man tobrid skita, ka batiskak ir bat
Joret’, nevis,par”. Atceros, ka domaju — cik jocigi, ka padomju
laika més bijam pret un varéjam taisit visadas konceptualas
lietas, kas bija pasiem interesantas, bet péc tam, kad bija visas
iespéjas... tas ir pazudis. Taisot makslu pret, varéja iestaties
pret konjunktdru. Péc tam likas, ka ta butu visu idealu
nodeviba - taisit konjunktru tad, kad esi brivs. Absurds.

Tapéc ari es sava gleznieciba saku to visu ignorét — tur nav ne
sizeta, neka, varbut ir téls, bet ne vairak.

S. K.: - Skatoties izstazu sarakstu — devindesmitajos daudzi
Latvijas makslinieki izstadijas vairak arzemés neka Latvija.
Rietumos bija liela interese par valstim aiz bijusa dzelzs
priekskara.

0. T.: - Ipasi gleznotaji. Salidzinot ar Rietumiem, limenis te bija
augstaks par vidéjo. Rietumnieki nevaréja saprast, ka viena
akadémija var radit tik augstas klases maksliniekus.

M. P.: - Nevienu neintereséja latvieSu maksla, intereséja
padomju maksla — milzigs apgabals.

Fotoinscenéjums izstades Maigas svarstibas avizé. Priek3plana Edgars Verpe,
no kreisas — Janis Mitrévics, Sandra Krastina, leva lltnere, Girts Muiznieks, Aija Zarina. 1990.

Photostaging in the newspaper of exhibition Gentle Fluctuations. In the foreground Edgars Verpe,
from left — Janis Mitrévics, Sandra Krastina, leva lltnere, Girts Muiznieks, Aija Zarina. 1990.

been able to manage that many. Why should | go there for all
that drudgery ... if there was a place for me here? | believe that
a professional artist’s job is to paint and to make a living from his
paintings. | did so until 1996, and then | felt | was growing old for
the fluctuations, and | took up something else.

s. K.: - Would you say that art is meaningful only if it is ,against”
something?

E. V.: - You might look at it in different ways, but back then |
thought that it was more important to,be against”than ,for”
something. | recall thinking: how strange it was that during
the Soviet time we were all ,against”and we could create all
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kinds of conceptual things that were of interest to us, but later,
when everything became possible... it had all gone. Art with
an emphasis on opposition was a way to stand up against,the
advisable leading trend”. Later it seemed to me that,following
the leading trend"in a situation of freedom was like betraying
all your former beliefs. Absurd. Therefore, | started ignoring it all
in my paintings: they have no subject in them, nothing at all,
maybe an image, but hardly anything more.

s. K.: - When I look at the list of exhibitions, | can see that there
were many Latvian artists who displayed their works abroad
more frequently than in Latvia. There was a lot of interest in the
Western world about the countries behind the former iron curtain.



S. K.: - Mdkslinieki apzindjas, ka tiek uztverti ka
postsavienibas cilvéki?

M. P.: - Domaju, ka ja. DaZi taisija konjunktaru, un viniem labi
gaja. Bet uzreiz prognozéja krizi péc tris gadiem. Ja jauta,

vai péc tam bija kada vilsanas - lielaka dala makslinieku pasi
bija vainigi. Par to vien sapnoja, ka tikt galerija, kur beidzot
varétu sakt sanemt naudu, nevis dzivot no slavas ka students.
Ja tas notiek augsta limeni, tad ir labi. Pieméram, kad

Boriss Bérzins — vienigais neanglis 1979. gada sanéma otro
prémiju zZiméjumu izstadé Anglija, kur no vairak neka takstos
darbiem izvéléjas apméram simts. Bija ar citi starptautiski
panakumi izcilas izstadés, bet kas to zina? Ari astondesmitajos
un devindesmitajos bija projekti, ieceres, cels uz izcilam
galerijam, bet tas viss nogrima. Vai tika nogriezts.

S. K.: - Méginot saprast batiskako par to laiku...

E. V.: - Manuprat, [idz 1991. gadam varéja taisit makslu, kadu
grib. Péc tam... Es izvairjos taisit jauno konjunktaruy, jo likas,
ka uzreiz sakt taisit,pa jaunam”ir diezgan pretdabiski. Bet
Olegam noteikti tas bija pavisam savadak, vins varbut tikai
tad saka kaut ko pa istam darit.

M. P.: - Ta jau arf bija konjunktdra, kad gleznotaji séka gleznot
abstrakti. Visu dzivi vini, izradas, bijusi apspiesti. Ja gribéja,
visus padomju laikus varéja gleznot abstrakti!

E. V.: - Pirms tam bija jarékinas, ka ir lietas, ko neakceptés,
maksliniekiem bija sajdta, ka kaut ko Zzmiegs, kaut ko nelaus.
Isteniba tas bija minimali, gleznot varéja, ko gribéja, bet
izstadities, iespéjams, bija komplicétak. Tagad varéja gleznot,

Edgars Verpe. Zivs izstadé Valsts. 1994.
Edgars Vérpe. Fish in the exhibition State. 1994.

0. T.: - It specifically refers to painters. In comparison to
West, we were generally above the average. The Westerners
could not conceive how a single academy could produce
artists of that class.

M. P.: - Nobody was interested in Latvian art; they were
interested in Soviet art — a huge area.

S. K.: - Were artists aware that they were seen as post-Soviet
people?

M. P.: - | think so. Some followed the leading market trend and
they were successful. But you could forecast a crisis for them

in three years'time. If they later felt disappointed, it was mostly
their own fault. All they dreamt of was to have their works sold
in a gallery, so they would finally get some money instead of
living like students on bare fame. There is nothing wrong about

it, should we be speaking of high-level events: for example,
when Boriss Berzins was the only person from outside UK to
get Second Award in the British Drawing Exhibition of 1979
which selected only about a hundred works from more than
one thousand. But how many of us know about it? There were
projects, ideas and opportunities for entering the prominent
galleries also during the 80ies and the 90ies; but it all went
under. Or funds were cut short.

s. K.: - If we should attempt to understand the most relevant
things about that time...

E. v.: - | think that until 1991 one could make any kind of art.
After that... | avoided,following the leading market trend’,
because it seemed to me somewhat unnatural to,start looking
at things in a new way". But Olegs definitely saw it all in a
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ko gribéja, un ari izstadit - ko gribéja. Bet ta pilniga briviba
radija pieprasijumu péc noteiktas sistémas.

S. K.: - Vai konjunktaru radija tikai institacijas? Vai ta nebija
makslinieku pasu interese?

M. P.: - Tas notiek smalkak. Pieméram, komisija sé7 tie, kas
neruna pretim, un tas ne ar ko neatskiras no padomju laika
ekspertu komisijam. Bet galvena nozime, kapéc tada ievirze
izveidojas, bija naudai.

0. T.: - Ja gribétos formulét to laiku — man bija eiforijas sajdta.
Ka tQlit bds... Es arT sapratu, ka tai eiforijas faktora ir ieksa
dzinulis, ka més varam iekarot un taja mirkli,iziet"— ka to
izdarija krievu makslinieki.

M. P.: - Krievu makslinieki taisija politisku konjunktdruy,
socartu, par ko vini pasi nirgajas. Visa nonkonformisma
maksla bija konformisma, kompromisa maksla. Vinu vienigais
mérkis bija tikt 6719, 3a pybexom”.

S. K.: - Kas bija batiskdakie notikumi 90. gados?

E. V.: - Kas kuram bija svarigakais. Es domaju, ka dala iek|avas
jaunaja konjunktdra un to attistija. Bet lielakoties tas, kas
intereséja, bija nevis latviesu, bet postpadomju maksla.

S. K.: - Pirms 90. gadiem tacu ari bija noteikta konjunktura —
padomiju laika aizsaktas tradicijas.

E. v.: - Tad maksla bija Sifréta ar tris Sifriem, lai saprot tikai tie,
kas grib saprast.

different light, and that may have finally been the time when he
really started working.

M. P.: - As painters turned their attention to abstractionism, they
were also following a market trend. Turns out they had been
suppressed although their lives! If one wanted, one could paint
in an abstractionist manner all through the Soviet time!

E. V.: - In the years before you had to count with the possibility
that some things would not be accepted; artists experienced a
feeling that they would be put under pressure, that some things
would be hardly allowed. In actual fact, this happened on a
minimal scale; you could paint whatever you wanted, but it may
have been more complicated to have the paintings displayed at
exhibitions. Now people could both paint and display whatever
they wished. But absolute freedom created a demand for a
certain system.

s. K.: - Was ,the advisable leading trend” created only by
institutions? Or was it also fostered by the artists themselves?

M. P.: There is a finer mechanism which is at work. For example,
the people on the commission never raise objections; and the
commissions themselves were no different from the expert
commissions of the Soviet time. But the main reason behind it
was money.

0. T.: - If I should define the time - | was feeling euphoric. It seemed
to me that things were going to happen...now... | also understood
that the euphoria itself was a driving force; that we could go out
and conquer and,make a debut”as did the Russian artists.
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S. K.: - Tad makslinieka atzinibu veidoja tie Sifri un
ari iepirkumi. Kad sabruka Padomju Savieniba,
iepriekséja dinamika deforméjas, saka darboties cita
sistema.

E. V.: - Esosa dinamika bija beigusies ar iekartas mainu, kad
beidzas gan Makslinieku savienibas, gan Makslas fonda
iepirkumi. Tad man bija skaidrs, ka gleznieciba ir nemoderns
medijs un ar to var nodarboties, ja nav neka cita, ko darit. Ta
es aizgaju bavét Rozentalskolu. Bija sajuta, ka glezniecibas
lauka viss strauji iet uz leju, un es bez kadas nozélas sapratu,
ka radoss var bt ari savadak, un visu energiju parliku skola,
un man bija |oti interesanti.

S. K.: - Péc astondesmito energijas un pretestibas, kad ndca

gaidita neatkariba, eiforija, ceribas bat slaveniem, svétki ar

atklasanam un ta taldk, tas viena bridi beidzas un - iestajas
krize, ,pagiras”?

E. V.: - Lidz posmam, kad beidzas interese par
postsovjetismu, bija labi — visur bija izstades, ej no vienas
uz otru, nepartraukti strada un pelni naudu. Tas bija |oti
interesants laiks, bet mani tas intereséja daudz mazak

neka lidz tam. Es drosi vien labi parkapu no viena kuga
Cita, tdpéc nemaniju ne,pagiras’, ne aizvainojumu par to,
ka viss ir beidzies un ka neviens neko nepérk. Es pat
necentos neko pardot, man bija brinums, ka péc desmit
gadiem kaut kas sak atjaunoties. Bet, pieméram, Miervaldis
to pardzivoja gleznojot.

M. P.: - The Russian artists did what was politically advisable:
SotsArt which they themselves jeered at. All non-conformist art
was conformist art based on compromise. Their only aim was to
,get the hell out of the country”...

s. K.: - Which were the most relevant events of the 90ies?

E. V.: - It depends. | think that some worked to satisfy and
develop the emerging,demand”. But what mostly interested the
public was post-Soviet, rather than Latvian art.

s. K.: - It was also before the 90ies that there was a certain
Jleading trend” - there was the Soviet time tradition.

E. V.: - At that time messages were encrypted with a number
of codes, so that only those who wished to understand
could do so.

S. K.: - At that time an artist was recognised through the code, the
cipher, and also through what he could sell to the government.
When the Soviet Union collapsed, the mechanism changed and a
new system emerged.

E. V.: - The mechanism came to a stop with the change of the
system, when both the Artists’Union and the Art Fund ceased
acquiring works from artists. It was clear to me that painting was
,hot in"any more and one could practice it at best as a pastime.
So I'went to build up Janis Rozentals Art School. There was a
feeling around that painting was rapidly going downhill, and |
experienced no pangs as | turned all my creative attention to the
school, | was greatly interested.



S. K.: - Kad un ka aktualizéjas komercija? 90. gados Latvija
madkslas tirgus nebija, bet darbus pirka? Ka radas kontakti ar
Rietumu galerijam?

E. V.: - Amerika kontakti sakas ar Nahamkina galeriju

1989. gada. Péc tam — ar citam. Ar Ameriku lielaka probléma
bija darbu aizvesana muitas dé|. Tapéc piedavaja braukt
stradat un dzivot tur. Man bija gimene, bérni, un es atteicos.
Amerika bija savadak, tur tomér viss bija balstits uz komerciju.
Ja gribéja tikt tirgQ, vajadzéja tur ari dzivot un pak|auties
galerista nosacijumiem.

S. K.: - Kapéc neviens cits neaizbrauca uz Ameriku?

E. V.: - Aizbrauca jau, pieméram, Aija Zarina. Vinai ari bija
piedavajumi palikt, taisit personalizstades.

S. K.: - Kapéc tu, Miervaldi, neaizbrauci?
M. P.: - Ta ir komercija, tukss darbs.

E. V.: - Vai tad tu strada, lai k|Gtu slavens, nevis lai nopelnitu
naudu ar to, ko gribi darit?

S. K.: - Kapéc tu glezno? Vai ta ir nepieciesamiba, bez ka tu
nevareétu dzivot?

M. P.: - Var jautat, kapéc es domajul

Aijas Zarinas personalizstade Princeses Gundegas melna istaba galerija Jana séta. 1991.

Aija Zarina's solo exhibition Princess Gundega’s Black Room in the gallery Jana séta. 1991.

s. K.: - All the energy and opposition of the 80ies was followed
by long-expected independence, hope of becoming famous,
celebrations at exhibition openings, etc., and then at some point
things stopped happening, and crisis set in, did it feel like ,the
hangover”?

E. V.: - Things kept happening until the time when the interest
in post-Soviet art ceased; there were exhibitions everywhere,
you could go from one to the other — there was plenty of work
and a way to earn money. It was a very interesting time, but

for me it was much less exciting than the years before. | did it
right to switch boats then; I did not feel like,,the hangover”;

nor did | feel hurt that everything had come to an end and
nobody wanted to buy paintings any more. | did not even try to
sell anything; it was a surprise for me when a decade later things
started straightening out. But Miervaldis went through

it with painting.

S. K.: - When and where did the commercial angle become
important? In the 90ies there was no market for art in Latvia, yet
items were purchased? How did contacts with Western galleries
develop?

E. V.: - In the US the first contacts were with the Nahamkin
Gallery in 1989. As time passed — also with other galleries.
Concerning the USA, the biggest problem was to bring the
paintings into the country because of customs. | was then
invited to go and live there for the sake of working. But | had
family, children; so | refused. The USA is different: it is all based on
commerce. If you wanted to enter that market, you had to live
there and do what the gallery told you to do.

S. K.: - Why did no one else go to the USA?

E. v.: Some did, for example, Aija Zarina. She was also invited to
stay; to have her solo exhibitions there.
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S. K.: - Tu gleznotu ari tad, ja neviens tavus darbus nepirktu?
Ari devindesmitajos tacu tavus darbus pirka?

M. P.: - Nepirka! Latvija joprojam nav makslas tirgus. Ir tikai
individuali gadijumi. Dazs pérk un dazs pasdta darbus, bet tas
nav tirgus.

0. T.: - Tas ir jautajums par makslas politiku — ka masu §énijus
celt gaisma, jo vini ir to vertil

E. V.: - Vini visur ir to verti, bet vai tu, pieméram, daudz zini
par Kipras maksliniekiem?

S. K.: - Devindesmito sakuma sava loma bija ari apverstajai
ekonomikai. Aizbrauca ar izstadi uz Ameriku, nopirka vienu
videomagnetofonu, atveda, pardeva un nopirka maju.

E. V.: - Par vienu gleznu. Méaja vél tagad ir.

S. K.: - Tirgus sakara - viena lieta bija Amerika, otra, pirms
1991. gada, - Maskava. Ivars Mailitis stastija, kad vins
stradadjis Maskava, no Rigas uz turieni braucis ar taksi.
Izklausijas, ka pirms tam maksliniekiem bija leiputrija...

M. P.: - Tad viss politizéjas.

0. T.: - Bet interesantakais no ta laika man liekas tas, ka més
tikam par robezam, tas, ka par mums radas interese un
Rietumi atklaja, ka te dzivo normali cilvéki, nevis tadi, kas séz
koka un éd sénes.

Man ir stasts, ka es izglabu latviesu makslu, kad braucam
uz Berlini. Visi vilciena tambura séz, dzied, plité — més

Olegs Tillbergs. Gaidot Berlines vilcienu izstadé Zoom faktors. 1994.

Olegs Tillbergs. Waiting For the Berlin Train in the exhibition Zoom Factor. 1994.

S. K.: - Miervaldi, why did you stay?
M. P.: - It was all commerce, meaningless work.

E. V.: - Are you workin for fame rather than money by doing what
you like best?

S. K.: - Why do you keep painting? Is it some necessity you can’t
live without?

M. P.: - You might as well ask me —,Why do you keep thinking!”

S. K.: - Would you keep painting even if no one would buy your
work? Your paintings did sell in the nineties, didn’t they?

M. P.: - Alas, they did not! There is as yet no market for art in Latvia.
Individual cases, at best. A few people who buy and another few
who commission work, but that is far from being a market.

0. T.: - Itis an art politics issue: how to show our talent, because
the artists deserve it!

E. V.: - They deserve it everywhere, but do you know a lot about
painters in Cyprus, for example?

S. K.: - The reversed economy of the 90ies had also a role to play.
You went to the USA to take part in an exhibition, purchased

a video-recorder, brought it back home and sold it... and you
could buy a house with the money.

E. V.: - For a single painting. And | still have the house.

S. K.: - Speaking about the market: one thing was America, but
there was also Moscow before 1991. Ivars Mailitis told me about
how he used to take a taxi from Riga to Moscow, when he worked
there. It seemed like it was the lotusland for artists...



braucam iekarot pasauli. Bija Sausmigi piepipéts, pilns ar
cilvékiem, un man ienaca prata joks paraut stopkranu, jo
parasti brauksanas laika durvis ir aizslégtas. Bet, izradas,
péksni durvis ir valal Te vilciens griezas, visi krit man virsg,
un neviens neapjédz, kas par lietu. Es tikai atceros, ka turu
rokturi, kas slid, un saprotu, ka talit visus aizraus — atlaidisu
roku, un visi izbirs ka pupas. Bet citi tikai ltksmo! Kamér

es domaju, ko darit, cels izlidzinajas. Es biju aukstiem
sviedriem...

S. K.: - Un neviens pat nepamanija, ka tu izglabi latviesu
makslu...

0. T.: - To jau pamana tikai viens. Varonis tacu arf ir tikai viens...

Cits stasts — 1994. gada, kad bija ,Ars Fennica” balvas izstade
Somija, viesnica skatijos televiziju, kur bija sizets par Braziliju
— tur nacionalas séras, visi asaras. |zradas, nosities Formulas
1 pilots Serra. Man tiesi bija jabrauc uz Sanpaulu biennali,
bet es vél nezinaju, ko taisit. Aizbraucam uz Sanpaulu, un
es sapratu, ka man vajag F1 masinu. Kopa ar Latvijas Goda
konsulu satikamies pat ar Sennas masu, es prasiju, vai varu
dabt masinu. Esot tikai kivere, bet apdrosinasana bija tada,
ka konsuls uzreiz atbildéja, ka tadas naudas nav. Tad es
sapratu, ka varu to masinu uzbavét pats. No mucam. Uztaisiju
parsegu, un viss bija.

S. K.: - 1994. gada tu sapnémi ,Ars Fennica” balvu, kas
bija ievérojams notikums gan makslas pasaulé, gan
konvertéjama veértiba prémijas zind. Tu pat nopirki jagudru!

M. P.: - It all became mixed up with politics.

0.T.: - But what | feel was most interesting about the time was
how we started going abroad, the interest we stirred and how
the Westerners discovered us to be respectable people instead
of somebody living up a tree and feeding on mushrooms.

I have a story about how | saved Latvian art, as we were going
to Berlin. The far end of the carriage was full of people - sitting,
singing and drinking —, and | had the crazy idea to pull the
emergency brake for the fun of it. The door is usually locked
when the train is moving, but this time it came open! The train
was taking a turn, everyone was falling over me and nobody
could grasp what the matter was. All  remember was grabbing
the handle which was slipping away from me and thinking: if |
let go, everybody is going to fall off the train like beans from a
pod. But they went on having fun! While | had these thoughts,
the road straightened out. But | was in cold sweat...

S. K.: - And no one noticed that you had saved Latvian art...

0. T.: - These things are noticed by one man only. There is single
hero always. ..

Another story refers to 1994, when during the Ars Fennica
award exhibition in Finland | watched TV in my hotel room —
it was a newsreel about Brazil. The country was in mourning,
everyone was in tears. It turned out that the Formula 1

pilot Serra had been killed in an accident. | was at that time
planning to go to the S&o Paulo Art Biennial, but | had not
as yet made up my mind about what to display there. We

0. T.: - Ta bija svariga izstade. Viss bija jarada uz vietas. Taisiju
bildes no ziepju masam, ar kailam rokam. Péc tam plaukstas
bija ta sabeigtas, ka vél ilgi vajadzéja arstéet.

|zstadei bija nopietns eksperts Rudijs Fukss, kurs teica
interesantu lietu — ka latviesiem ir divi pasaules kalibra
gleznotaji. Més uzreiz domajam — Boriss Bérzins? Vins teica —
né, Boriss Bérzing ir pats par sevi, bet ne saistiba ar laiku, tapéc
vinu ir grati novertét. Janis Valters un Aija Zarina.

S. K.: - Pastasti, Miervaldi, par savam devindesmito sékuma
performancém. Pieméram, par rotalu tanka sadedzinasanu
pie Lenina pieminek|a un ,Bronzas cilvéka” tikSanos ar ,Balto
cilvéku"!

M. P.: - Tanku es vilku saité ka sunti, radot, kads ir laiks un

par ko ir uztaisiti makslinieki... Kad taisiju performanci kopa
ar,Balto cilvéku’, Roju Varu,? ko organizéja Laima Slava no
Multimediju centra, bija saaicinati akadémijas studenti, jo, Ik,
tika raditas avangardiskas performancu tendences. Kad Vara
taisija savu otru performanci, bija tikai dazadi garamgajéji...
Tadi bija 90. gadi.

S. K.: - Un performances, ko tu taisiji kopa ar Vilni Zaberu,
pieméram, izstades atklasana tuksa galerija 1992. gada?
Fancazim Ivam Kleinam Parizé 1958. gada ari bija izstade
pilnigi tuksa galerija, kas ta ari saucas -, TukSums’”.

2. Performance,Bronzas cilvéks” (Miervaldis Polis) tiekas ar,Balto cilvéku” (Roju
Varu) Helsinkos 1990. gada un Riga 1991. gada.

went to Sdo Paulo and | understood that | needed an F1 car.
Accompanied by the Latvian Consul, | even met Serra’s sister.
I'asked her if | could get a car. She said there was the helmet
only, but the insurance premium was so high that the Consul
replied at once that there isn't such money. Then | understood
that | could build the car myself. Out of barrels. | made the
casing, and that was it.

S. K.: -In 1994 you were received the Ars Fennica award which
was an important event from the point of view of both — art and
convertible value. You even bought yourself a Jaguar!

0. T.: - It was an important exhibition. Everything had to be
accomplished on the spot. | made pictures from soap with my
bare hands. My palms were so sore; it took me some time to
cure them.

The exhibition had an outstanding expert Rudi Fuchs who made
a curious statement about Latvian art: he thought Latvians had
two painters of global significance. We thought he meant Boriss
Bérzins. But no, he said — Boriss Bérzins is a personality, but he is
difficult to assess against his time. Instead he mentioned Janis
Valters and Aija Zarina.

S. K.: - Miervaldis, will you tell about the performances you did
in the 90ies? Like when you burned a toy military tank at the
foot of Lenin’s monument and when the Bronze Man met the
White Man!

M. P.: - | pulled the tank like a doggie behind me to show what
the time was like and what artists had come to...When | did the
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M. P.: - Nekad par tadu neesmu dzirdéjis. Mani neinteresé
Rietumu maksla. Parizé slavena izstadé bija izstadita méslu
¢upa, bet kapéc tas bltu jaatdarina? Toreiz es tikai grib&ju
pateikt, ka man apnicis iet uz izstazu atklasanam, kur izstaditie
darbi galigi neinteresé. Ta bija vienkarsi spéle. Patiesiba ta bija
Zabera un Pola izstade, nevis otradi.

S. K.: - Bet astondesmitajos un devindesmitajos tu
eksperimentéji ar jaunu makslas formatu.

M. P.: - Es neeksperimentéju ar tradicionalo. ,Eksperimenti”
ir makslas zinatnieku tuksruna, kas neko nenozimé. Ta ir
izpausme, teatris. Toreiz bija hepeningi, akcijas, bodiarts.
Es nemaz nezinaju tadas “performances”.

S. K.: - Bet kapéc tev gribéjas ,iet arda no ramja’; nevis palikt
pie gleznosanas, ko tu tik talantigi dari? Bet tu sevi nokrasoji
zelta krasa. Ka jas ar Zaberu izdomajat savas akcijas,
pieméram, par saulespuku séklinu tirgosanu?

M. P.: - Lk, Zabers bija performancu meistars, par vinu man ir
vesels kinoscenarijs. Es pats netaisu performances, pareizak —
es taisu, bet to neviens nepamana. Mums bija daudzas idejas.
Tai dieng, kad vins aizgaja boja, més vél runajam par ndkamo
performanci.

Bet tagad man un vispar masu paaudzei jau ir iestajies
apnikums. Es sen vairs neeju uz izstadém, neko garlaicigaku
par to nevar izdomat. Mani vairakas reizes aicinaja stradat

Miervalza Pola Memoridla istaba Rigas galerija. 1995.
Miervaldis Polis' Memorial Room in Riga Gallery. 1995.

performance with the help of the White Man who was Roi Vaara?
invited from the Multimedia Centre by Laima Slava, Academy
students swarmed to see avant-garde performance trends.
When Vaara did his second performance, all the spectators he
had were some people who happened to pass by... That was
what the 90ies were like.

S. K.: - And the performances that you did together with
Vilnis Zabers, such as opening an exhibition in an empty
gallery in 19927 In 1958 Yves Klein in Paris also had an
exhibition in a gallery which was completely empty;

the very name of it was The Void.

M. P.: - | have not heard about it. | am not interested in Western
art. A dung-heap was displayed at a famous Paris exhibition —
should it be imitated? All | wanted to say was that | was bored by

2. Performance Bronze Man (Miervaldis Polis) meets White Man (Roi Vaara) in
Helsinki, 1990 and in Riga, 1991.
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openings displaying works which did not in the least interested
me. It was no more than a game. In reality it was an exhibition of
Zabers and Polis and not vice versa.

S. K.: - But throughout the 80ies and the 90ies you did experiment
with a new form of art, didn’t you?

M. P.: - | did not experiment with what was traditional.
,Experiment”is a meaningless label invented by art critics. We
should sooner speak about expression, show. That was a time
of happenings, action-shows and body-art. | did not know then
about,performances”.

S. K.: - But why did you want to step ,out of the frame” rather
than stick to painting where you have true talent? Why did you
paint yourself with gold colour instead? How did you and Zabers
invent your performance-shows, for example, the one about
selling sun-flower seeds?



uz akadémiju, es atteicu, ka nevienam tas nav vajadzigs.

Es parasti sedéju,M6”, kur studentu pilns, bet tikai reizi divi
studenti pienaca runaties. Gribot lgt, vai es nevaru vinus
macit... Ko tiesi? Gleznot? Izradas — zoliti spélét. Ta ari bija visa
studentu interese.

S. K.: - Toreiz makslinieki bija sabiedribas uzmanibas centra.
Ja agrak pie smalka galda aicinaja generdlus, tagad —
maksliniekus, vini paradijas gan avizu smalkajés aprindas,
gan véstniecibu rautos.

M. P.: - Ta bija vesela kultGras epopeja, kad Riga véras vala
arzemju véstniecibas. Maksla ir ka ella starp zobratiem, un
zobrats, no vienas puses, bija Krievija, no otras — kultdras zemes
Francija, Vacija, Italija. Francijas véstniecibas pienemsanas
uzaicinaja maksliniekus, rakstniekus, dzejniekus, zurnalistus

un —dazus politikus. Italijas véstnieciba uzaicinaja tikai
maksliniekus un literatus. Pirms Sorosa fonda tie bija greznakie
galdi, kas redzéti... Reiz aizgaju atrak no pienemsanas, un atasejs
bija meklgjis mani pa visiem kanaliem, lai naku péc oficialas
dalas ar maksliniekiem uzdzivot. Es ar'batu saaicinajis ordu ar
meiteném un puisiem, visu, kas nu vajadzigs, bet seédéju kroga.

S. K.: - Devindesmitajos radas un ari beidzds tadas vietas ka
kafejnica M6, kas bija tada makslas platforma! Kapéc tik
daudzi makslinieki tur sédéja?

M. P.: - Makslinieks strada individuali, tapéc vinam ir dabiski
iziet sabiedriba, kur var dalities ar savam domam. Jaunajiem
tas ir pavisam svarigi. Kur citur satiksies?

M. P.: - Zabers had a great talent for performances, you see; |
have a whole screenplay about him. | do not do performances
myself; to be more exact, | do them, but nobody ever notices. We
had a lot of ideas. On the day when he was killed in the accident,
we were talking of our next performance.

But now they leave me indifferent and my generation feel the
same. Itis a long time since | stopped going to exhibitions —
nothing can be more tiresome. | have had several invitations to
work at the academy, but | have replied by stating my doubts
about anyone really needing it. | used to pass my time at M6
where there are a lot of students around, and it was only once
that two of them came up to me. They said they wanted me
to teach them... What exactly? How to paint? No, they were
actually interested in a card game.

S. K.: - Years ago artists where in the focus of public attention. If
previously there were generals invited to the ,high” end of society,
now these were artists, they made the media headlines and were
invited to embassy banquets.

M. P.: - We witnessed a whole series of cultural events as the
embassies in Riga were opening one by one. Art worked like

a lubricant between gears — Russia being on one side and the
great cultures of France, Germany and Italy on the other. Artists,
writers, poets, journalists and only a few politicians were invited
to the receptions given at the French embassy. The Italian
embassy invited only artists and writers. They had the best food
ever seen before the Soros Foundation came... Once | left the
reception early and the attaché was trying hard to find me for
the artists' party after the formal reception was over. | was sitting

S. K.: - Tu uz,,M6” gdji ka uz darbu!

M. P.: - K& uz viesistabu.,M6” bija mdZziga jautriba un mdZiga
aprite — kur jauniesi, tur jaunietes, kur jaunietes, tur veci, kur
vedi, tur nauda. Bet, kur nauda - tur jauniesi. Tad tur saka nakt
politiki un zurnalisti. Maris Gailis nospéléja zolité un maksaja
monétas apméram desmit dazadas valutas.

Miervaldis Polis, Vilnis Zabers. Performance Bronzas cilvéka parkrasosana. 1991.
Miervaldis Polis, Vilnis Zabers. Performance Recoloring of the Bronze Man. 1991.

in the pub, otherwise | might have taken a bunch of girls and
boys down there for the fun.

S. K.: - The 90ies both started and ended in coffee-bar like M6;
they were like a platform for art! Why did so many artists spend
their time there?

M. P.: - An artist works all by himself, so it is only natural for him
to go out to a place and share ideas. For the young artists it is
extremely relevant. Where else should they meet?
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0. T.: - Tur bija arl |oti labas izstades, ko rikoja Heléna
Demakova un Inga Steimane.

S. K.: - Izstazu atklasands visas meitenes ieradas
sapucéjusas. Uz Olega personalizstadi bija cirka orkestris,
meitenes baltas kleitas. Tagad atklasanas vairs nav nekads
Ipass notikums. Kad Olegs dabaja ,Ars Fennica” balvu, bija
tik smalki édieni, visi bija uzcirtusies, dejas lidz ritam. Kapéc
toreiz madksla bija svétki, bet tagad nav?

0. T.: - Toreiz mUs atklaja Rietumi.

M. P.: - Labak vajag taisit anekdosu gramatu par makslas
notikumiem un celojumiem, kas atklatu laiku. Paréjais ir tuksi
un garlaicigi.

0. T.: - Pieméram, bija skaists brauciens uz izstadi,Pieci

no Rigas”Stokholma 1991. gada. Braucam atpakal ar kugi —
kugis jau atiet, skatamies — Aija [Zarina] paliek krasta.
SéZam un domajam, ko darit. Péc divam stundam Aija bija
uz kuga! Més nesaprasana — ka tas iespéjams! Izradas, ka ari
kugi var apstadinat.

Vai, pieméram, kd més braucam no Berlines! Més tacu ne
tikai ar makslu braucam, daudzi veda ari mantas, ko péc

tam notirgoja melnaja tirgu. Berliné aizbrauca uz Taivanas
razojumu noliktavu un sapirka aparataru. Visu saladéja
vilciena, es kupeja skatos — visa ka tik daudz, ka bus no kaut
ka jaatsakas, lai uz robezas visu nekonfiscétu. Aizgaju uzpipét
ar vajadzigajiem cilvékiem un visus jautajumus atrisinaju.

Makslinieki Kristaps Gelzis, Aija Zarina, Sarmite Malina, Olegs Tilbergs, Ojars Pétersons un Miervaldis Polis kada no arzemju izstades brauciena laika.
Artists Kristaps Gelzis, Aija Zarina, Sarmite Malina, Olegs Tilbergs, Ojars Pétersons and Miervaldis Polis during the trip to some exhibition abroad.

S. K.: - You went to M6 like to your workplace!

M. P.: - | saw it more like a parlour. There was a lot of fun and

a lot of people at M6: where there are guys, there are girls,
where there are girls, there are men, and the men have the
money to spend. And the money brings more guys in.

Later it became a popular haunt for politicians and journalists.
Maris Gailis played cards and paid his losses in coins of ten
different currencies.

0.T.: - They had also some very good exhibitions organised by
Heléna Demakova and Inga Steimane.

S. K.: - The girls at the openings looked very smart. And when
Olegs had his solo exhibition, he had an orchestra from the circus
and girls dressed in white. Now openings are no more seen as
very special events. When Olegs received his Ars Fennica award,
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he threw a grand banquet, everyone was dressed to the nines
and dancing and partying went on until the early hours of the
morning. Why was there so much celebration in art during that
time, and why have things changed now?

0. T.: - At that time we had just been discovered by the West.

M. P.: - It would be more fun to reflect on the time through
a compendium of anecdotes about the art events that
happened and the places we visited. That would be more
meaningful and less dull.

0.T.: - Say, in 1991 we had a wonderful trip to the Stockholm
exhibition Five from Riga. As we were taking off on board the
vessel, we noticed Aija [Zarina] still ashore. We were at a loss.
Two hours later Aija was on board. How come? It turned out that
even a vessel can be stopped.



E. V.: - Par muitu man ari bija labs stasts. Man bija
personalizstade Vilna. Kad vedu uz turieni darbus, muitas
robezas starp Lietuvu un Latviju vél nebija, péc paris
ménesiem, kad vedu tos atpakal, muita jau bija. Vedu pilnu
masinas piekabi ar gleznam bez kadiem dokumentiem. Uz
robezas muitnieks ar Sauteni uz pleca prasa, ko es vedu.
Atbilduy, ka gleznas. Vin$ truli skatas un prasa — kadas pleznas?
Es vélreiz saku: ,Gleznas! Bildes, bet vinam jau laikam galva
rosas domas, ka man pilna piekabe ar pleznam, un varbat
vin$ kaut ko var dabut. A, bildes... Tad brauc!Ta man bija
pirma saskare ar Latvijas muitu.

M. P.: - Skandals bija, kad Olegs veda savu motoru uz Malmes
izstadi 1990. gadal Samaksaja muitniekam un parveda ar
laivu ka zviedru laikos. Kad bija jaizkrauj, tas bija vesels teatris
— visa osta un visa pilséta tam sekoja. Bija sakritiba, ka nesen
tur bija nokritis krievu iznicinatajs, un tagad Tillbergs iedabdjis
otru iznicinataju — pari jdrai ar laivu.

0. T.: - Svarigakais ir legenda. Es varu desmitiem

interesantu gadijumu izstastit. Pieméram, ka Aija Zarina
aptur kugi. Ka Andris BreZe uztaisa no koka klokvarpstu.
Brezes businam cela uz izstadi Vacija péksni saplisa
klokvarpsta, bet miesta, [idz kuram vins tika, saka — detalu
varés dabut péc nedélas. Izstades atklasana péc paris
dienam, masina pilna ar makslu, llgums parakstits. Ka tu
doma, ko vins izdara? Vins tacu ir koktélnieks! Aiziet darza,
sameklé koku un izgrebj detalu viens pret vienu. leliek
masina un nobrauc vél divus gadus.

Or, say, when we were returning from Berlin. Our luggage
contained not only our own artworks; many of us were carrying
goods to be sold on the,black market”. In Berlin you would go to
a warehouse where they sold Made in Taiwan and buy all sorts of
equipment. When we loaded it all on the train, the compartment
was so full that | understood we would have to give up some

of the goods to get over the border. | shared cigarettes with the
right people and the issues were resolved.

E. V.: - | too have a good story about customs. | had a solo
exhibition in Vilnius. When | took my works to the exhibition,
there was as yet no customs border between Latvia and
Lithuania, but a couple of months later, as | was taking them back,
it had appeared. | had a full trailer of paintings without any papers
to show for them. On the border | was stopped by a customs
officer carrying a gun: he wanted to know what was there in

the trailer.,Paintings”- | tell him. He gave me a dumb look and
asked again -, What fencing?”,Paintings! Pictures” - | repeated
once again, but his mind was already occupied by the idea that

I was carrying a trailer full of fencing and maybe he would get
something out of me.,Oh, paintings..."he finally said. "Then, you
can go”. That was my first encounter with Latvian customs.

M. P.: - There was a hue and a cry over the engine Olegs was
taking to the Malmd exhibition in 1990. He paid the customs
officer and took it over on board a boat, as in the 17th century.
The unloading turned into a real show — everyone in the port
and in the town came to watch. It had so happened that a
short time ago a Russian fighter plane had crashed in that part
of the country, and now Tillbergs was getting a second fighter
in — by boat over the sea.

E. V.: - Man liekas, ka ta bija kaut kada cita detala... Bet ta jau
ir, katram ir savas atminas, versijas. Maksliniekam ir tikai,es”"un
citu nemaz nav...

0. T.: - Tapéc ir nosacijums — nedrikst stastit par sevi, tikai par
citiem. Bet tas legendas ir interesantas — ka tas apaug. Tur ir
tas skaistums.

0. T.: - What matters is the legend. | have many stories to tell.
Like — Aija Zarina stopping the vessel. Or — how Andris Breze
made a crankshaft out of wood. When Breze was driving down
to an exhibition in Germany, he broke a crankshaft and at the
village where he pulled in they could promise the part only
within a week's time. The exhibition opening was only a couple
of days away and the van was full of items, and the contract had
been signed. What do you think he did? You may know - he is a
sculptor. Works in timber. So he went out into the garden, found
a piece of wood and carved the car part one to one. Fitted it on
the van and did not change it within two years.

E. v.: - | think it was not exactly a crankshaft... But so it goes.
Everyone has his own memories, versions...An artist has only his
,ego”and others do not exist...

0. T.: - Therefore stories should be told on condition that they
are about other people and not yourself. But the legends are
exciting - the way they grow. That is the beauty of it all...
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