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Laika mitologizésana ir riskanta nodarbe, tomer vesturi
raksta art stastt par neformaliem notikumiem, kas pieskir
noteiktajam periodam savu koloritu. No stastiem par
devindesmitajiem daudzi ir par bohému, kas gan raksturo
makslu visos latkos, tomer Sal desmitgade tal ir savas vietas
un kodi kafejnica M0, sahs, zaolite, uzdzive, arzemju izstazu
braucienu piedzivojumi, art sadziviskam norisem klostot

par makslas dzives sastavdalu. Parejas posma nestabila
ekonomiska un sociala situacija, radikalas parmainas,

kas 90, gados ienesa korekcijas art idz tam ierastaja
makslinieku priviligetaja statusa, veidoja atmosteru, kur
pareja no (dzelzcela stacijas’ uz svetku sajutu” —

un ofradi — varéja but nemanama.

Turning time into mythology 1s a risky pursutt, yet stories
about unafficial events are also part of history as they add
colour to the period described. Many of the stories about
the 90ies are about bohemian life, traditionally linked with
art in all ages; as everyday detalls become part of artistic
reality, this decade has its own locations and codes: the M6
coffee-bar, chess, the card games, carousal, adventures at
overseas exhibitions. 'T'he economic and social instability of
the transition period, which brought about some adjustments
even n the traditionally privileged status of artists, created
a context where transttion from ,the raillway station’ to
Jestivity' and vice versa could easlly take place



SOLVITA KRESE: - Atskatoties uz institucionalo kontekstu,
90. gadu sakuma mainijas makslas organizaciju stavoklis
un loma - ieprieks vadosas zaudeéja ietekmi, radds jaunas.
Paraléli loti dziviga bija neformala vide.

KRISTAPS GELZIS: - Devindesmito sakuma institucionali
darbojas vél iepriekséja hierarhiska struktdra: bija
Makslinieku savieniba, un izveidojas SMMC-Riga, kas daZiem
maksliniekiem kluva svarigaka institdcija, jo organiz&ja gan
lielas izstades, gan vinu profesionalo darbibu.

Makslinieku savientba izcéla gleznotajus. Tomér tur visi

stajas — nemaz tik viegli tur iestaties nevaréjal —, jo tas bija
administrativas prieksrocibas. Ja bija Makslinieku savienibas
biedrs, diplomu nekur nevajadzéja radit vai, pieméram, varéja
tikt pie darbnicas. Tas bija |oti svarigi, jo daudzi dzivoja kopa
ar vecakiem, radiem, dzivok|i nebija lieli, bet makslinieka
darbnica varéja gandriz mitinaties.

Zinama hierarhija vai robezas starp maksliniekiem bija.
Tadas frazes ka,Ta tacu nav makslal” pastav vienmér. Bet
90. gados notika izmainas. Pirms tam nebija instalaciju
makslinieku — visiem bija cits diploms, kura dé| vinus sauca
par maksliniekiem.

Bija divi vilni: perestroika, kur aprité bija jaunie, nesen
akadémiju beigusie makslinieki, un neatkaribas vilnis, kur jau
bija interesu specializacija. Valstisko poziciju vairak parstavéja
gleznieciba, un bija ari laikmetiga maksla.

SOLVITA KRESE: - Looking back at the institutional context: in
the early 90ies the institutional framework of art and its role
was changing — the old establishments lost their leading role
and new structures were created. In parallel there was a vital
informal art life.

KRISTAPS GELZIS: - In the early 90ies the previous institutional
hierarchy was still in place: there was the Artists’Union; while
the Soros Contemporary Art Centre-Riga (SCCA-Riga) was
also established and became a more important institution for
some artists, because it organised both big exhibitions and
artists' work.

The Artists’Union focused on painters. But everyone tried to
become a member of the Union — it was not so easy to do so!
It had its administrative advantages. If you were member of
the Artists’Union, you did not have to present your diploma
anywhere and you could get a studio. That was quite crucial,
since many lived with their parents or relatives; apartments
were cramped, but in a studio there was space enough

even for living.

There also was a certain hierarchy or boundaries between artists.
Exclamations like,This is no art!"were quite common. But in the
90ies things changed. There had been no installation artists
before — everyone who did installations had a diploma in some
other branch of arts.

We can speak of two waves: perestroika, when the young artists
who had recently graduated the Academy were popular, and
the next wave that came with independence where there
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S. K.: - To tikai vél nesauca par laikmetigo, bet par musdienu
makslu - ka Sorosa Miasdienu makslas centrs. Sie vilni bija
saistiti ari ar makslas politiku?

SANDRA KRASTINA: - Viss jau notika soli pa solim. Brivibas
elpa, radas galerijas,Kolonna’, ,Jana séta’, ,Daugava’, Rigas
galerija, sakuma ari ar utopiskiem projektiem. Pie mums

taja laika naca puisi, kas rikoja pirmas makslas izsoles, un
piedavajas bat musu grupas menedzeri, kas darbotos ta, ka
vini organizé izstades, un visi darbi iet tikai caur viniem. Tagad
ta ir normala galerijas politika, bet toreiz likas — més tacu
esam brivi putni! Nevienam nebija pieredzes galeriju sistéma,
ne maksliniekiem, ne ari kadai galerijai.

K. G.: - Mana praksé devindesmito sakuma viss funkcionéja
sadi: bija piedavajums piedalities izstadé, un tai gatavojas
vairakus ménesus. Piedavajumi bija kadi cetri gada, un
grafiks vairak vai mazak bija piepildits. Robezas bija vala,
kultartarisms plauka, més braucam un radijam makslu.

To koordinéja SMMC-Riga. Makslinieku savieniba teiksana
bija vecakai paaudzei, un, ja viniem lidza rekomendét
maksliniekus izstadém, tad vini piedavaja savéjos, drosos.
Pédéja drosa paaudze bija llze Avotina, Liga Purmale,
Miervaldis Polis, Heléna un Ivars Heinrihsoni.

Organizatoriskais faktors bieZi bija pamata kopigai
darbibai. Makslinieku grupas principa veidojas

Makslas akadémija, gan kursu ietvaros, gan interesu dél.
Bija ari ekonomiskas intereses. Pieméram, jauno grafiku

was higher specialisation into interest groups. Painting was
more representative on a national scale and there was also
contemporary art.

S. K.: - At the particular time we spoke of modern (today’s) art
rather than contemporary art. Were these waves related to art
politics?

SANDRA KRASTINA: - It all happened step-by-step. There

was an air of freedom around; art galleries started opening:
Kolonna, Jana séta, Daugava, Riga Gallery — initially also with
utopian projects. There were also young business people who
operated the first art auctions and offered to be our group
managers, they wished to be the ones who would organise
the exhibitions and they wanted to tie up all of our work. Now
we would see it as standard gallery politics, bet back then we
believed ourselves to be as free as the birds in the sky! Nobody
had any experience in the gallery business — neither the artists,
nor any of the galleries.

K. G .: - My experience of the 90ies is as follows: we got

an invitation to take part in an exhibition and then there
were several months of preparation. There were about four
such invitations per year; a more or less full schedule. The
border was open; we went abroad and displayed our art.
The co-ordinator was SCCA-Riga. The Artists’Union was
controlled by the older generation; if asked to recommend
an artist for an exhibition, they proposed one of their own
circles, someone who was ,proof”. The last,proof” generation
included llze Avotina, Liga Purmale, Miervaldis Polis, Heléna
and Ivars Heinrihsons.



grupa' izveidojas ka Vissavienibas tautsaimniecibas izstazu
iekartotaji, kam bija kopiga darbnica Maskavas iel, telpas un
materiali. Vini brauca uz Maskavu, stradaja un pelnija naudu,
un paraléli taisija savu maksluy, lielformata grafikas. Kad
pédéjas sietspiedes uztaisija, grupa ari beidza pastaveét.

S. KRASTINA: - Protams, ka daudzi apvienojas darba dé| un ari
kopa pavadija laiku. Katrai grupai bija savi joki un izdaribas,
katra loka vai kompanija bija savs uzvedibas kodekss. Viena
bija gudras sarunas lidz ritam, citur visi mtzdien metas pliki,
vél citiem bija ballites un laivu braucieni.

VILNIS VEJS: - Vai tas savéjo, savstarpéja comiskuma faktors
attiecas ari uz oficialajam, ne tikai neformalajam attiecibam?

1. Andris Breze, Ojars Pétersons un Juris Putrams. [Red.]

K. G.: - Jebkuram nozimigam makslas notikumam nebija
problému dabut atbalstu. Ja vajadzéja Makslinieku savienibas
atbalstu, kaut vai birokratisku, lai, pieméram, izstades krava
vieglak izietu cauri robezai, to nokartoja. Ja vajadzéja Sorosa
makslas centra atbalstu normalam projektam, to varéja
dabdt. Maksliniekam ka individam bija daudz lielaks spektrs
rosibai, jo tolaik gandriz viss stradaja maksliniekam. Tagad
izstades ir konkrétas institlcijas projekts, un menedzments
panem lielo tiesu. Tad provincialisms darbojas makslinieku
laba, vairak attistija. Sodien tas kavé, jo sistéma ir kluvusi
sadrumstalota un konkuréjosa.

Arl savstarpéja attieksme starp kolégiem bija citada. Viena
lieta, ka tie, kas bija taisijusi padomju makslu, neiesaistijas
sarunas ar,modernajiem” un lecas, pieméram, Stankevics

Dzintars Zilgalvis savas personalizstades atklasana galerija Kolonna. 1992.
Dzintars Zilgalvis at the opening of his solo exhibition in the gallery Kolonna. 1992.

The organisational factor was frequently at the basis of
teamwork. Artist groups mostly derived from the academy either
on a course basis or because of some shared interest. Sometimes
there was financial motivation to stick together. For example,

the young graphic artists'group' started working together as
installers of the USSR Achievements of the National Economy
exhibitions; they shared a studio on Maskavas Street, also
premises and materials. They travelled to Moscow, worked there,
earned money and in parallel they did art which took the form
of large-scale graphic works. When the last silk screenings were
finished, the group fell apart.

S. KRASTINA: - Certainly many people teamed up for the sake of
work and also for having fun together. Each group practiced their
own jokes and pulled their own favourite pranks; each particular

1. Andris Breze, Ojars Pétersons and Juris Putrams

circle or bunch of people had their own code of behaviour.
Some talked incessantly into the early hours of morning, others
went naked, yet others had parties and went for boat rides.

VILNIS VEJS: - Did the ,buddy” factor count not only when having
fun but also in official, formal matters?

K. G.: - [t was no problem getting support for any art event of
even some significance. If there was a need for support from the
Artists’Union like administrative support to get the exhibition
items through the border, the issue was settled. If there was a
need for support from the Soros Arts' Centre for a good project,
you could count on it. The artist as an individual had more space
for action, because almost everything worked to the artist’s
advantage. Now exhibitions are held as projects of specific
institutions, and the management gets the lion's share. Earlier,
being provincial was more to the artist's advantage; it created
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varéja pateikt: ,Tas Putrams ir galigi nogajis no cela, bet
varéja bt labs makslinieks!”Bet tas bija saméra labvéligi, jo
vini saprata, ka Sitie tomér ir beigusi akadémiju, konvencialo
apmacibu izgajusi. Savéjie bija savéjie. Atceros, ka, pieméram,
Ojars Petersons, Andris Breze un Juris Putrams diskutéja, ka
viniem nekad nav bijis svarigi kaut ko pieradit sabiedribai,
bet atrisinat noteiktu makslas darba problému. Kaut ko
izméginat, paeksperimentét. Devindesmito vidd tas mainijas.
Konkurence par mazajam arzemju spraugam saka radit
spriedzi ari starp maksliniekiem, kas ¢upojas sava starpa.

S. KRASTINA: - Es atceros, ka iepriek3éjai gleznotaju paaudzei,
kas, pieméram, stradaja Rozentalskola, kritums bija baigs —
no prestiza statusa, kad bija nauda, iepirkumi, vini palika ar
skolotaja algu. Bet ne uz projektiem, ne karétajam izstadém

vini nerosijas, jo negribéja, vinuprat, pazemoties. Mums bija
savadak, més to uztvéram — hei, ta ir jauna iespéjal

V. V.: - Pret Sorosa naudu bija diezgan liela opozicija.

K. G.: - Ar Sorosa makslas centru mainijas situacija — nevis
makslinieks uztaisija darbu un skatijas, kas nopérk — ka tas
bija iegajies, bet Soross pasitija uz izstadi uztaisit laikmetigo
makslu, tas,Sausmigas instalacijas”.

S. KRASTINA: - Ar naudu tolaik bija savadak. Kad nopirka
vienu bildi, gimene no tas naudas dzivoja ménesiem.

V. V.: - Devindesmito sakuma makslinieki bija vislabakie
biznesmeni, jo pdrdeva nieciga ieguldijuma produktu par
naudu, ar ko varéja dzivot ilgi un labi.

Sandra Krastina ar pasas zimétajam pastkartém akcija Kartinas izstadé Valsts. 1994.
Sandra Krastina with the postcards she drew for the Cards event at the State exhibition. 1994.

more support for development. Now it is a hindrance, because
the system has become fragmented and competitive.

Also, relationships among colleagues were different. Certainly,
those who had been making Soviet Art did not talk much to
the,Moderns”and might even pick on them. Like Stankevics
could say:,That Putrams is completely off the track, and

he might have been a good artist!" But they would say it
benevolently, because they knew they were referring to the
academy graduates who had had some conventional training.
They saw them as their own, anyway. | remember, for example,
Ojars Pétersons, Andris Breze and Juris Putrams arguing that
they had never wanted to prove anything to the public, but
rather to resolve a problem of artistic nature. To try something
new, to experiment. It all changed in the mid-nineties.
Competition that penetrated from abroad caused stress even
among the artist’s of the same group.

S. KRASTINA: - | recall that the previous generation of painters
who worked, say, in the Janis Rozentals Art School were under
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immense pressure — from a status of some prestige, when
there was enough money and government procurement they
suddenly had to make it on a teacher’s salary. But they did not
join what they probably saw as the demeaning struggle for
projects or the curatored exhibitions. We saw it all in a different
light: look, there is a new opportunity!

V. V.: - There was quite some opposition against the Soros’ money.

K. G.: - The Soros Art Centre brought about a change; it was not
the artist anymore who created something and then sold it, as
before, — it was rather Soros who contracted contemporary art
for an exhibition, the ,horrid installations”

S. KRASTINA: - Money had a different value then. If you sold just
one painting, the family could live on the gains for months.

V. V.: -In the early nineties artists were the best business people,
because they sold products of an insignificant investment value
for money which went a long way.



Bet glezniecibas konjunktira neparklajas ar laikmetigas
makslas konjunktaru, kas tapat ka tagad bija dazadas
trajektorijas.

NOLEGGIO AUTO -

K. G.: - Glezniecibai un grafikai bija,melnais tirgus”.
Netradicionalajiem medijiem nebija nekada tirgus.
Pieméram, man maize bija arzemju projekti — tajos varéja
viegli darboties, ja pats bija aktivs. Kad jau bija vairakas
reizes buts arzemés, radas ari personigie kontakti, sakari ar
galerijam. Ikdiena starp izstadém notika profesionals darbs.

S. K.: - Kapéc sie sakari partraka?

K. G.: - Tas ir komercijas likums — ja nepardodas, viss paskist.
Un ar katru gadu bija arvien gratak. Kad esi pusgadu stradajis
minusos, ja ir gimene, beigu beigas vairs nevar riskét. To
nekad nevaréja paredzét, pieméram, pusizstadi izpirka, bet
nekad jau nebija t3, ka bagats atbrauca atpakal.

Atceros, 1990. gada par personalizstadi Berliné sanému simts
markas. Kaut ko no darbiem, ko galerija gatavojas pardot,
atstaju, paréjo atvedu atpakal. Par to, ko atstaju, var nozélot
[idz sai dienai, jo tie ir pazudusi darbi. Ta tu esi tris ménesus
darbojies un atbrauc atpakal ar zaudéjumiem - cik ilgi to var
darit? Velak cita varianta nebija, ka iet stradat.

S. K.: - Tu biji pirmais latviesu makslinieks, kas sdka stradat
reklama. Tas bija tads notikums - tu atnaci uz kafejnicu ,M6”

ar mobilo telefonu, un tev blja ta-a-da alga... Solvita Krese un Kristaps Gelzis Eiropas makslas tares laika uz Venécijas biennali,
4 Kaseles Documenta un Minsteres Skulptaru projektu. 1997.

Solvita Krese and Kristaps Gelzis during the European art tour to the Venice
Biennale, Documenta in Kassel and Skulptur Projekte Munster. 1997.

But the trend in painting did not overlap with the trend of
contemporary art; it seemed they went different ways, the
same as now.

K. G.: - There was a,black market”for painting and graphic art.
Non-traditional media had no market at all. For instance, | earned
my piece of bread by doing international projects; it was easy to
participate in them if one was active. After several trips abroad |
made some personal contacts, also with the galleries. There was
some routine professional work in between the exhibitions.

S. K.: - Why were these contacts cut short?

K. G.: - All commerce lives by the law that if you can't sell, you
die. And it became more difficult to sell with every year. When
you have had a negative balance within six months and there
is a family to keep, you can't risk it any further. These situations
could never be foreseen; sometimes you sold half of your works
on display, yet you would never get really rich on that.

| remember in 1990 | received 100 Deutschmarks for a solo
exhibition in Berlin. Some of the works that the gallery was
going to sell remained in Berlin, the rest of them | brought back.
| still regret the ones | left behind; they have been lost for ever. If
you work hard for three months and at the end of the day you
have to count your losses, it can hardly go on for long. Later on,
my only option was to take up a job.

s. K.: - You were the first artist to work in advertising. That was
an event to celebrate - you came to the M6 coffee-bar Caffying Kristaps Gelzis. Videoinstalacija Nam Jums Paika. 1998.
a cellphone and you had a huge salary... Kristaps Gelzis. Videoinstallation Nam Jums Paika. 1998.

SVETKU SAJUTA, DZELZCELA STACUA | 373



Kada bija maksla devindesmitajos?

K. G.: - Izteiksmes forma tad vél bija autinos, bet mérogs bija
- vienalga, vai skatitajus tas intereséja, vai né, bet ar masu

tas gdza nost. Pieméram, Olega Tillberga izstades. Sodien

viss radosumes ir tada ka saspiesta kodola. Kurs Sodien no
jaunajiem gleznotajiem malé 2 x 2 metri? Nevar atlauties.
Sodien to vairs nevar atraut no biznesa. Par devindesmitajiem
tomér nevar teikt, ka makslinieks bija biznesmenis.

DZINTARS ZILGALVIS: - Tagad svarigs nav tikai makslinieks,
bet arl pasatijums. Laikmetigas makslas tirgus neesamiba
rada to, ka galerijas nenem lielas bildes. Un tas ir abpuséji —
kad makslinieku saspiez, vins neko vairs negrib, jo vienmér
jau gaida, ka rezonés tas, ko vins ir izdarijis.

V. V.: - Devindesmitajos gados mainijas prieksstats, ka
makslinieks ir makslas procesa centra?

S. KRASTINA: - Es atceros sarunu ar Ojaru Pétersonu péc
kadas arzemju izstades, kad vins skaidroja — tu doma, ka
makslinieks ir galvenais? Né! Kurators ir galvenais! Makslinieki
ir tikai sastavdala.

V. V.: - Kuratoru institacija ir salidzinosi jauna lieta, kas Latvija
ari paradijas devindesmitajos. Kas bija pirma karéta izstade
Latvija? ,Kalenis” ar kuratori Helenu Demakovu?

S. KRASTINA: - Kuratoru izstades bija jau arf agrak. Mana
pieredzé ta bija izstade ,Posttradicionalisms” 1988. gada
Maskava, kuras organizatore un kuratore bija Inese Rinke — vina

Izstades Latvija - 20. gadsimta kalenis. 1940-1990 atklasana. No kreisas: makslinieki Aija Zarina, Andris Breze, Olegs Tillbergs, Juris Putrams, Sarmite Malina,

Ojars Pétersons, Kristaps Gelzis, Sergejs Davidovs. 1990.

Opening of the exhibition Latvia — the 20th Century’s Somersault. 1940 — 1990. From the left: artists Aija Zarina, Andris Breze, Olegs Tillbergs, Juris Putrams,

Sarmite Mélina, Ojars Pétersons, Kristaps Gelzis, Sergejs Davidovs. 1990.

What was art like in the 90ies?

K. G.: - The form of expression was still underdeveloped, but

the works had scale irrespectively of whether the audience
appreciated it or not; they had mass which could knock you off
your feet. Like Olegs Tillbergs'exhibitions. Now all creativity is as if
compressed in a nutshell. Who would now paint anything of the
size of 2 x 2 metres? You cannot afford it anymore. You cannot
afford it businesswise. It is not right to say that artists were
business people in the 90ies.

DZINTARS ZILGALVIS: - Now, apart from the artist, the market
is also important. The absence of a market for contemporary
art leads to a situation when the galleries do not take any big
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canvasses. And it works both ways: if an artist is restricted, he
loses motivation, because he always expects some response to
what he has accomplished.

v. v.: - Would you say that the 90ies changed the perception that
the artist was the central figure of the process of art?

S. KRASTINA: - | recall talking to Ojars Pétersons after some
international exhibition; he was explaining to me: do you think
that the artist is the one who matters? No, it is the curator who is
important! The artist is just a single component.

V. V.: - The curator is a comparatively new figure that appeared
in Latvia in the 90ies. Which was the first curated exhibition in
Latvia? Was it Somersault with Helena Demakova as curator?



atlastja autorus, darbus, uzaicingja iekartotaju, bija katalogs
ar ipasam makslinieku fotografijam. Tai izstadé més izlikam
art sarkanbaltsarkano karogu, ko, vilciena braucot, izSuva ar
rokam. Uz maskaviesiem ta izstade atstaja lielu iespaidu.

DZ. Z.: - Pirma reize, kad es saskaros ar kuratoru, bija, kad
stajos Makslinieku savieniba, un tai pasa sédé Dzemma
Skulme stadija visiem priek3a VDK parraugoso personu —,Sis
ir masu kurators!”.

S. K.: - Devindesmito gadu atmosféru raksturo gan tirgus,
finansialas puses neprognozéjamiba, bet klatesosa bija

ari tada ka svétku sajata. Vai ta bija makslinieku kultivéta
sajata - tapéc, ka realitate ir slikti? Vai bohémai $ai konteksta
bija kdda nozime?

Pieméram, kafejnica,M6" vienkopus sédéja visas jau
pieminétas grupas no atskirigdm paaudzem, ar atskirigu

uzvedibas formatu un ta talak. Kapéc sada vieta tik loti
aktivizéjas?

K. G.: - AtSkirlba no mdsdienam toreiz nebija mobilo telefonu,
nebija arl interneta, tapéc vajadzéja vidi, kura maksliniekiem
apmainities ar informaciju.,M6" vilkkmes pamata bija tas, ka
tur varéja visu sarunat — nevajadzéja iet ne uz Makslinieku
savienibu, ne Sorosa makslas centru...

KultQras norises bija |oti caurredzamas. Visi zinaja, kas notiek —
tiesi $o vietu dél, kur gandriz ik dienas iegaja. Sodien neviens
nezina, ko otrs dara, tas ari saistts ar to, ka kultdras vide ir
komercializéta. Lai veiksmigi darbotos, informacija nav nemaz
visiem jazina. Toreiz bija vienkarsak.

DZ. z.: - Un daudz centralizétak. Bet grupa, kas tobrid
piederéja konjunktdrai, nebija liela. Gan astondesmitajos, gan
devindesmitajos.

Kafejnica Mé. Prieksplana Olegs Tillbergs un Kristaps Gelzis
Coffee-bar M6. In the foreground Olegs Tillbergs and Kristaps Gelzis

S. KRASTINA: - There had been curatored exhibitions before. My
first experience refers to the 1988 exhibition Post-Traditionalism
in Moscow organised and curated by Inese Rinke: she selected
the artists and the works, called in an exhibition designer and
produced a catalogue featuring the artists. We also had the
national flag at the exhibition which was hand-embroidered
while we were in the train to Moscow. The Muscowites were
impressed by the exhibition.

Dz. Z.: - The first time | met a curator was when | entered the
Artists'Union. It happened at the meeting where DZzemma
Skulme introduced us to a KGB supervisor with the words ,Meet
our curator!” ...

S. K.: - Though there was a lot of market and financial instability
in the 90ies, there was also a festive feeling in the air. Was it a
feeling cultivated in the artistic circles to overcome the hardships?
Did bohemian life have a deeper meaning in this context?

Like in the M6 coffee-bar, where people from all the mentioned
groups representing different generations, different behaviour
came together. Why would there be so much activity in a place
like that?

K. G.: - Compared to our time there were no cellphones

and no internet and artists needed a place for exchanging
information. M6 was attractive because many things could
be settled there — you did not have to go to the Artists’Union
or to the Soros Art Centre...

Cultural processes were very transparent. Everyone knew what
was going on because of these places where one dropped

in almost on a daily basis. At present nobody knows what
other people are doing; one reason for it is that culture has
moved closer to commerce. In order to succeed you do not
have to share information with everybody. Things were less
complicated then.
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K. G.: -,M6"bija arl vieta, kur daudz sarunajas un varéja kaut
kada veida palidzét sev formulét to, kas bija aktuals. Tas bija
Joti batiski. Viens pats majas sézot to nevar izdomat. Un tur
diez vai varéja sarunaties ilgstosi, ja neko nedarija. Ja ilgi
nebiji sevi pieradijis, labak neradies.

Bet par bohému - ari tagad svin lidz sesiem rit3, tikai tas notiek
Citas vietas, bet pamats, konstrukcija ir ta pati — kompanija.

"

S. KRASTINA: - Tapat ka ,M6" sava laika bija,Skapis’, Kaza’,
,Dieva auss”un citas vietas, kur pulcéjas noteikta grupa un
kas ir mitologizéjusas — katrai vietai bija savs laiks ar sakumu
un beigam. Ta ir paaudzes lieta un garsas sajuta, kad mainas
ne tikai fiziskas vietas.

Tur bija iespéja satikties noteiktai radosu cilvéku grupai. Citur
jau Tsti pulcéties nebija, kur. Ja nebUtu tas vietas, batu cita.

Tur gan gribéja sédét ari tie, kas nebija saistiti ar makslu. Es
atceros, ka tur bija kompanijas, kas spéléja zolites, vélak saka
grozities politiki. Tagad politikiem nav vairs modigi sédét
makslinieku vietas.

DZ. Z.: - Es to neuztvéru ka bohémas vietu. Mana uztveré
bohéma vienmér ir bijusi braucieni uz arzemém, gatavosanas
izstadém ar tiesam interesantiem notikumiem.

S. K.: - Dzintara darbnica tacu bija,,bohémas peréklis"! Es vél
tikko saku integréties makslas vidé, kad reiz nokluvu Dzintara
darbnica, kur notika ,vienkdrsa” ballite ar kadiem cilvékiem
trisdesmit.

S. KRASTINA: - Més savukart taisijam brokastis, kas izvértas
[ldz nakamas dienas vakaram. Tagad ko tadu nevar iztéloties —
ballites svétdienu vakaros vairs neviens netaisa.

Miervaldis Polis un Franceska Kirke Olega Tillberga izstades Skaties man acis atklasana. 1994.
Miervaldis Polis and Franceska Kirke in the opening of Olegs Tillbergs exhibition Look Into My Eyes. 1994.

Dz. Z.: - And they were much more centralised. But the group
which represented the leading trend was not that big. Neither in
the 80ies, nor in the 90ies.

K. G.: - M6 was also a place where a lot of talking was done and
it helped you to define what was important for yourself. That is
critical. You cannot think things out sitting at home by yourself.
And in M6 you could not survive either, if you did not get down
to doing things. If you had no proof of what you had done, you
might better not turn up.

Speaking about bohemian life — there are still those who
celebrate till six in the morning, only now it all happens at other
locations, but the basis, the framework is the same — people join
for the sake of company.

S. KRASTINA: - Historically, apart from M6 there have been other
meeting places for particular groups of artists: the legendary
Skapis, Kaza, Dieva auss. They all relate to a certain time which
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has a beginning and an end. It is a question of generation and
taste, and there is more meaning to it than a change in the
physical location.

These places gave an opportunity for creative people to meet
each other. Where else could they come together? If not in one,
then in another place.

These places were frequented also by people who had hardly
any relation to art. I recall there were some crowds who went
there to play cards; later some politicians started to turn up.
Now, politicians have stopped mixing with artists.

Dz. Z.: -1 did not see it as a bohemian place. To me bohemian
life has always been connected to the times when we travelled
abroad, worked on exhibitions, i.e. really interesting events.

S. K.: - Dzintars’ studio in itself was a ,bohemian hive”! | had just
started mixing with the artistic circles, when | found myself in



Vai, pieméram, cik atskirigas toreiz bija izstazu atklasanas!
Tie bija svétki, nevis pienakums darba kartiba. Ja atklasana
beidzas atrak par sesiem rita, tas bija neizdevies pasakums.
Tagad vairs neviens neizbrivé visu vakaru izstades atklasanai,
atri apsveic un iet atpakal stradat.

S. K.: - Kura bridi,,Noass” kluva par interesantdku vietu?

DZ. z.: - Man neliekas, ka ta bija. Vienigi, atceros, més
pratojam, ka atrast veidu, ka lai pazino, ka kaut kas notiek un
ko varétu redzét no Vecrigas. Bija ideja uz3ut kaut ko milzigu,
pieméram, milzigas apaksbikses un uzvilkt karoga masta, lai
no,Mé", skatoties pari Daugavai, var redzét — tur ir izstade,
jaaiziet. Jo tie, kam tas izstades bija domatas, sedéja,M6".

Un ar izstazu organizésanu bija citddak. No sponsoriem
naudu nevaréja dabat, bet dzérienus — kaut jaram.

K. G.: - Jasaka godigi — savstarpéja kritika starp pasiem
kolégiem bez alkohola nedarbojas, vismaz mUsu paaudzeé.
Bet, runajot par makslas kritiku, vienigais viedoklis par kadu
izstadi bija vai nu personigais, ar ko nedalijas, vai tas, kas
rakstits avizé. Un,M6"jau bija tam iziets cauri, kad tas pats
paradijas avizé.

DZ. Z.: - Kritikai bija informativs raksturs, par izstadém rakstija,
kad tas jau bija beigusas. Makslas kritiki tapat ka makslinieki
cits citam pari nedarija un sliktus vardus neteica — ne par
tradicionalistiem, ne konjunktdristiem, ne jaunajiem, ne
avangardistiem.

Dzintars’ workshop at one of his ,standard” parties with about
thirty people.

S. KRASTINA: - And we also used to give breakfast which went
on until late in the following day. This is unthinkable today —
nobody gives parties on Sunday nights any more.

Or say, every opening of an exhibition was different! It was

a celebration instead of being a task in the agenda. If the
opening was over before six in the morning, it was considered
a flop. Now nobody ever takes a whole evening off to go to
an opening; people come to congratulate you and then

go back to work.

s. K.: - When did Noass become a more exciting place?

Dz. Z.: -1 do not think that it did. I recall that we were
thinking on how to announce that things were happening
in a way that it could be seen from Old Town. One idea was
to model something really big, like huge underpants and
raise them like a flag, so that when people would be facing
the Daugava from M6 they could see that there was an
exhibition going on. Because that exhibition was targeted
at the people in Mé6.

Holding exhibitions was also different. The sponsors would
not give you money, but there was no lack of free booze.

K. G.: - Honestly, friendly criticism never works without
a good dose of alcohol, not for our generation at least.
But speaking about art criticism, the only opinion there
was about an exhibition was either your own which you

S. K.: - Rundt par makslu bija slikts tonis, bet,,M6” par to
rundja?

K. G.: -,M6"bija nebeidzamais darba svétku gars. Bet sarunas
téma jau ir, ka tolaik taistja makslu, un ista skola bija izstades,
kuras piedalijas. Viss jau bija jauns, bija kuriozi, ka risinaja
problémas, ko nevaréja, bet vajadzéja atrisinat. Tas viss bija
aizraujosi.

S. K.: - Kas ir devindesmito kvintesence?
K. G.: - No musdienu viedokla - ta bija dzelzcela stacija.

S. KRASTINA: - Es devindesmito sakumu sauktu par ceribu
laiku. Makslu pirka, cenzara bija zudusi, radas kontakti ar
cilvékiem, kas solija ievest tirgQd. Tur bija tada kustibal!

DZz. Z.: - Bet ta nebija eiforija. Tas ir tapat ka cilvékam ir
noteikts vecuma periods. Ir laiks, kad svarigi ir tas, ko citi
doma, un ir bridis, kad tas k|st pilnigi vienalga.

did not share, or the one printed in the newspaper. And
when it appeared in the newspaper, it had already been
debated within Mé.

Dz. z.: - Criticism worked also for information purposes;
exhibitions were discussed when they were over. The art critics
like the artists spared each other’s feelings and expressed little
criticism — be it about the traditionalists, the trendy ones, the
young ones or the avant-garde.

S. K.: - To discuss art was seen as mauvais ton, but did you do it
atMé6?

K. G.: - At,M6" we celebrated work all the time. But all the
talking was about how to make art, and we got our real
schooling from the exhibitions. Everything was new,
unsolvable problems had to be solved and the craziest
solutions were found. It was all exciting.

s. K.: - What would you say was the quintessence of the 90ies?
K. G.: - From today's viewpoint it was the railway station.

S. KRASTINA: - | would call the 90ies a time of great
expectations. People bought works of art, there was no
censorship, contacts which held the promise of a new market.
There was such a lot of movement!

Dz. z.: - But that was no euphoria! Like with people, there is

a certain age for everything. There is a time, when you it is
important to note what others are thinking; and there is a time
when it becomes entirely indifferent to you.
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