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Ar Andri BREZI par 80. un 90, gadu
makslas procesiem, paaudzu, sabiedrisko
norisu un formas valodas parmainam
un paralélem ar literatoru

sarunajas leva ASTAHOVSKA

JMANIKIN' [S THE MEASURE
QENERESFETINGS

leva ASTAHOVSKA talks with

Andris BREZE about the art processes of the 80ies
and the 90ies: generation change, development

of socletal processes and the language of form
which also evolved in literature




1a deveto ,robezparkapeju” paaudzes makslinieka Andra
Brezes darbi — plakati ilustracias, lielformatas gratikas,
instalacijas — izcelas ar intelektualu un emocionalu
aspratibu un eksistenciala absurda klatbotnj, kas fiksejusi
padomju un art postpadomju realitates nospiedumus. Lidzas
vizualajai makslal nozimiga ir art Andra Brezes (vins art
/ebers) darbosanas dzejas lauka — vina dzejas krajumi
Tetovejumi' (1988) un ,Snabji. Blaknes' (2007), ari atseviski
dzejoli kas ar Jura Kulakova moziku bijust ieklauti grupas
Parkong repertuara, izpelnjusies konceptualas literaturas
novertejumu.

Andris Breze belongs to the so-called “tresspassers’
generation, and his work, ie. posters, llustrations, large-
scale graphics, installations, stand out as intellectually

and emotionally witty, showing the presence of existential
absurdity with an imprint of Soviet and Post-Soviet reality.
Apart from visual art, Andris Breze (also under the name
of Zebers) has made a meaningful contribution to poetry: his
collections Tetovejumi (Tattoos) (1988) and Shabji. Blaknes
(Vodkas, Side effects) (2007) and several poems outside
the collections put to music by Juris Kulakovs as part of
the Pérkons rock group repertoire have been reviewed as
conceptualist literature.
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IEVA ASTAHOVSKA: - [zdevuma, kura sakara notiek si saruna,
uzmanibas centra ir 90. gadi. Kadi tie bija jums?

ANDRIS BREZE: - Man devindesmitie iezZimé procesu
tupindjumu, nevis kadu spradzienveidigu sakumu. Man un
visai mUsu paaudzei svarigakais posms bija astondesmitie
gadi, kad notika faktiskie robezprocesi. Un ari tas, kas notika
80. gados, sakas jau 70. gados. Bet, protams, ir virkne cilvéku,
kam nozimigakais laiks ir tiesi devindesmitie. Makslas vésture
ir paaudzu rotacija. Plus kontrasts un fons.

I. A.: - Kada zina astondesmitie bija svarigaki?

A. B.: - 80. gadi bija spécigi gan maksla, gan literatara, gan
mazika. Paradijas instalacijas, videomaksla, ka pirms tam
nebija. Mediju pirmreiziba izvélé un jauna valoda, jaunu
izteiksmes lTdzeklu meklésana. Jauns veids, ka uzrunat
skatitaju, caur ko izpaudas bezkompromisa attieksme.
Makslinieki neméginaja ar makslu spekulét vai gut kadu
ideologisku labumu.

Paaudze, makslinieki, kas ienaca astondesmitajos, organiski
art ieklavas devindesmitajos, kad jaunie bija Gints Gabrans,
Janis Vinkelis un citi, bet kur personibu nebija tik daudz, lai
bdtu jauns vilnis.

Jauno makslinieku grupa: Péteris Bankovskis, leva Iltnere, Sandra Krastina, Janis Mitrévics, Girts Muiznieks, Alija Muizniece, Mara Muizniece, Aivars Riekstins,
Valdis Rubulis, Edgars Vérpe, Aija Zarina, Ainars ZelCs instalacija Svétais Vakarédiens. Tresais galds mums pasiem izstadé Daba. Vide. Cilvéks. 1984.

Group of young artists: Péteris Bankovskis, leva Iltnere, Sandra Krastina, Janis Mitrévics, Girts Muiznieks, Alija Muizniece, Mara Muizniece, Edgars Riekstins, Valdis
Rubulis, Edgars Verpe, Aija Zarina, Ainars Zel¢s in the installation The Last Supper. The Third Table For Ourselves in the exhibition Nature. Environment. Man. 1984.

IEVA ASTAHOVSKA: - This publication focuses on the 90s. What
did this decade mean to you personally?

ANDRIS BREZE: - | see the 90ies as a continuation of processes
rather than a blast wave. To me and my generation the most
important time was the 80ies, when we were approaching

the threshold. And again — what happened in the 80ies had its
beginning in the 70ies. But certainly there are many people for
whom the 90ies is the most meaningful period. The history of art is
about change of generations, and about contrast and background.

I. A.: - In what way were the 80s more important?

A. B.: - The 80ies were more powerful in art, literature and music.
It was then that the first installations appeared, also video art.

390 | CILVECINS IR VISU LIETU MERS

Media gained importance and there was a search for new
language, new ways of expression: a new way to address the
audience leaving no space for compromise. Artists did not try to
speculate or to obtain ideological benefits.

The generation of artists who started in the 80ies became an
organic part of the art life of the 90ies when a new generation
appeared represented by Gints Gabrans, Janis Vinkelis and
others, but their number was insufficient to form a new wave.

Later new things were discovered; the discoveries became
more striking; there was a change of paradigm towards pure art.
There was disassociation from the processes of the 80ies; fewer
experiments with new form, and social activity which had been
a factor before stopped being of interest to artists.



Vélak jaunatklajumi turpinajas, paspilgtinajas, notika
paradigmu maina - aiziesana tiras makslas virziena.
Distancésanas no procesiem, kas notika astondesmitajos.
Makslinieki mazak eksperimentéja ar jaunam formam,

un sociala aktivitate, kas bija gaisa pirms tam, parstaja
maksliniekus interesét.

I. A.: - Kapec?

A. B.: - Sociala ieinteresétiba un blivums mainas tapat ka
procesi daba, viss ir ciklisks. Devindesmitajos nostabiliz&jas
tiras makslas un makslas autonomijas ideja.

I. A.: - Kada ir atskiriba starp abam paaudzém?

A. B.: - Més visi esam makslas akadémijas produkti, kuriem ir
svarigas amatnieciskas vertibas. Ir jabut talantam, kustibai. Bet
viens akmens ieripina otru akmeni, otrs — treso, un, skaties, -
kalna cepure aizbrauc. Katrs nak un kaut ko jaunu.

I. A.: - Jus minéjat paraléles ar situdciju literatara.

A. B.: - Tobrid, astondesmitajos, ari literatUra paradijas spécigi L
vardi, ,stipras meitenes”— Andra Neiburga, Eva Rubene, ST o ML e At ol o 200
Rudite Kalpina, Gundega Repse. Ari Normunds Naumanis,
Egils Zirnis, Amanda Aizpuriete, Aivars Ozolins. Péc tam
ilgu laiku nebija neka tik spéciga, jaunie neparadijas. Bija
atseviskas personibas, bet nevaréja runat par jaunu vilni.

Andris Breze. Kolaza. 1987.
Andris Breze. Collage. 1987.

I. A.: - Un tomér devindesmitie ieziméja jaunu posmu.

AVCTS

A. B.: - Social interest and its density are dynamic like all
processes that we see in nature; everything moves in cycles. In

the 90s the idea of pure art and art autonomy gained foothold. praza, dzeja’p”blicistika’ kritika

I. A.: - How do the two generations differ?

1987. NR. 10 (10) OKTOBRIS ISSN 0235—1420

A. B.: - We are all products of the Academy, and the values of
craftsmanship are important for us. You need talent, movement.
One boulder moves the next one, which moves another one

in turn, and in no time the mound has been set into motion.
Everyone brings in something new.

I. A.: - You have mentioned parallels with literature.

A. B.: - Then, in the 80ies, a number of powerful names
appeared in literature as well; these were the ,powerful girls"—
Andra Neiburga, Eva Rubene, Rudite Kalpina, Gundega Repse.
Also Normunds Naumanis, Egils Zirnis, Amanda Aizpuriete,
Aivars Ozolins. Then there was a long standstill, no newcomers.
There were separate personalities, but their number was
insufficient to form a new wave.

123456789,@[1112
I. A.: - Yet, the 90ies marked the start of a new phase.

. . S Andra Brezes veidotais noforméjums uz zurnala Avots 10. numura vaka. 1987.
A. B.: - In the 90ies we started going abroad to exhibitions; vecor i .

life became less isolated, more intensive. It seemed to us that
we had stirred some interest abroad. We felt elated and we
expected the situation to last; we felt motivated. So many places
to go! There was a feeling of being up in the air. Things were
happening and we thought they would go on indefinitely. But

Cover design by Andris Breze for issue number 10 of the magazine Avots. 1987.
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A. B.: - Devindesmitajos sakas izstades arpus Latvijas, dzive
kluva mazak izoléta, intensivaka. Likas, ka esam interesanti
ari arpus robezam. Tas bija pacélums, kopa ar ceribam, ka ta
bUs vienmeér, kas motivéja darboties. Spéj tik braukat! Bija
lidojuma sajlta, ka viss notiek un ka ta arf turpinasies. Bet
viena bridriltzijas sagruva — kad pamani, ka esam interesanti
tikai uz bridi, tikai ar to, ka esam dzivojusi Padomju Savieniba.

I. A.: - Mdkslinieki apzindjds, ka interese no arzemem liela
méra balstas socialpolitiska konteksta?

A. B.: - Panakumi dod sparnus — kad vari dabu péc izstades
nevis salauzt uz mest ara, bet kdadam tas izradas vajadzigs.
Bet, kad izstazu aprite bija pietiekami liela, atri saprata, kapéc
esam interesanti. Tas, ka nevar nekur nonakt. Tas, ka, lai k|atu
par kaut ko, japiedzimst Tstaja vieta un laika.

I. A.: - Izstazu aprité, kas notika 90. gadu sakuma, paradijas
ari noteiktu tému, véstijumu aktualitate?

A. B.: - Bija interese par noteiktam témam. Konjunktdru varéja
pamantt — zinot, kas tiek pieprasits, dazs apzinati darbojas,

lai pieprasijumu apmierinatu. Varéja taisit socartu un gat
panakumus. Bet tas ir triviali, izmantot veco simboliku.

I. A.: - Vai makslinieki no Latvijas starptautiskajas izstadés ar
kaut ko atskiras?

A. B.: - Més vairak balstijamies emocijas. To var uztvert ari ka
minusu, bet ta bija redzama atskiriba, salidzinot ar, pieméram,
skandinaviem, kas izteikti darbojas ar konceptiem.

Kadreiz, kopa ar Ojaru Pétersonu beidzot lietiskos un rungjot
par kontekstualam, konceptualam lietdm més spriedam:

Andra BreZes instalacija Makslas dienu galerija Rigas Centralas stacijas gajéju tuneli. 1988.

Andris Breze installation in Art Days gallery in pedestrian subway of the Riga Central Railway Station. 1988.

then came the moment when illusions crumbled: when we
noticed that the interest we had stirred was short lived and
depended on the bare fact that we had lived in the USSR.

I. A.: - How conscious were artists of the fact that the interest
from abroad was largely based in the social and political
context?

A. B.: - Success is encouraging — when after an exhibition you

do not have to destroy your work or throw it out and somebody
wants to have it. But as the number of exhibitions was growing,
we soon understood what made us interesting; that we were
getting nowhere; that in order to become somebody, you had to
be born in the right time and the right place.

I. A.: - Were there any themes, messages which were topical for
the exhibitions of the early 90ies?
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A. B.: - Some themes aroused more interest than others. There
was a certain,leading trend”and aware of the demand some
consciously worked on the supply side. One could have success
with SotsArt. But using old symbols is trivial.

I. A.: - Did artists from Latvia differ in any way from others at
international exhibitions?

A. B.: - Our work was to a greater extent based on emotions. This
might be seen as a drawback as compared, for example, to the
Scandinavians who were notably conceptualist.

Some time ago when we graduated Art School, as we were
discussing conceptual, contextual matters with Ojars Pétersons,
I remember us saying:,You always have to add the manikin..."
Itis not easy to draw an abstract picture. The,manikin”is the
measure of all things. Back then our attitude was ironic. The



Vienmér jau vajag iezimét cilvécinu..” Grati iezimét abstraktu
ainu. Cilvécins ir visu lietu mérs. Més pasi par to ironizéjam. Tas
cilvécing - cilvéciskais — paradas latviskaja uztveré. Latvietis
nav virzits uz abstrakto, absurdo ne maksla, ne literatdra.
Latvietim glezna nav saprotama, ja tur nebus cilvéciska.

I. A.: - Un jasu darbos?

A. B.: - Mani interesé vieliskums, materialitate metaforiska
[imeni un lidzas formai — arf véstijums, pat literars. Tapéc mani
darbi ir bijusi tadas ka materializétas atminas, asociacijas ar
pagatnes vértibam. Nevis realitate tira veida, bet pastarpinati.
Drizak tas, kas ir aiz, péc realitates.

I. A.: - Vai to var saistit ar makslas leksika bieZi lietoto
vésturisko atminu un traumas apzinu - atsauksanos uz

Andris Breze. Gadskartas. |zstade Paaudze Musdienu makslas muzeja Pori, Somija. 1992.

norisém, lietdm no pagatnes, ka Sejienes konteksta saistams
ar padomju pieredzi?

A. B.: - Nekas iebilstams pret tadu interpretaciju man nav.
Katrs var saskatit kaut ko savu, kas vinam ar to asociéjas.
Mani darbi sava zina ir materializétas atminu sajatas no
pagatnes, ja.

I. A.: - Devindesmito otraja pusé daudzi makslinieki makslas
karjeras vieta saka pieveérsties citiem darbiem.

A. B.: - Maksliniekam vajag mérki, citadi vins nesanemas.
Regularitate veicina burbulo$anu makslas vidé. Laba lieta bija
Sorosa makslas centra izstades — ikgadéjs notikums, formuléts
uzstadijums, ar ko makslinieki rékinajas, jo neviens negribéja
izskatities vajs. Bet viena bridi iespéja izstadities zuda.

Andris Breze. Growth Rings. Exhibition Generation in the Museum of Contemporary Art in Pori, Finland. 1992.

manikin, i.e. the human aspect, is part of the Latvian mindset. A
Latvian is hardly focused on aspects that are abstract or absurd
be itin artorin literature. A Latvian will refuse to understand a
painting devoid of the human element.

I. A.: - And your own works?

A. B.: - lam interested in substance, tangibility on a metaphorical
level and apart from that in form, also in narrative, even literary
narrative. Therefore, my work has resembled memories in a
tangible form, associations with past time values; reality not in its
pure, but in its mediated form. Sooner, what stands beyond reality.

I. A.: - Can this be associated with the much-cited historical
memory and feeling of trauma: references to processes and
things from the past, which in our context relates to Soviet time
experiences?

A. B.: - | have no objections to this interpretation. Everyone
may discern something that leads to his own associations. In
a way - yes, my works are fleeting memories from the past in
materialized form.

I. A.: - In the second half of the 90ies many artists turned to other
jobs instead of pursuing the career of an artist.

A. B.: - An artist needs an objective so as not to lose grip.
Regularity keeps the artistic environment,bubbling” The Soros
Art Centre exhibitions were a help: they were annual events, pre-
formulated assignments to be counted with, because nobody
wished to appear weak. But then there was a time when all
opportunities to display one’s work were suddenly gone.

All the people belonging to our generation went on working as
usual till approximately 1996, and then they dispersed.
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No masu paaudzes visi lidz kadam 1996. gadam turpinaja
stradat, ka ierasts, péc tam paskida.

I. A.: - Kas bija iemesls?

A. B.: - Visdazadakie apstakli. Cilvéks nestav uz vietas, paliek
vecaks. Uztaisi instalaciju. Péc tam salauz, izmet — jo kur tu to
liksi? Desmit gadus to ir interesanti darft, péc tam vairs nav
motivacijas turpinat.

Ja atskatas, var ieraudzit tadu ka apatiju, kas liela méra bija
saistits ar sabiedrisko ievirzi. MUsu paaudze ir fenomenala, jo
mums |oti Tsa laika ir bijis japarlec uz sabiedrisku formaciju,
kura nekad neesam augusi un par kuru neko neesam zinajusi.
Tas bija stress, vajadziba darit citas lietas. Visiem vajag izdzivot,
tikt gala ar jauniem pienakumiem.

I. A.: - Vai Latvijas makslinieki méginaja sinhronizéties ar to,
kas maksla bija aktudls citur pasaulé?

A. B.: - Pasaulé uzruna tas, kas attiecas uz idejam, un formai
nav nozimes, jebkas var bat instruments, viss notiek galva.
Tam, ka to paradit skatitajam, nav Tpasas nozimes. Lokala
méroga tas bija neiedomajami.

I. A.: - Ari bridi, kad paradijas pilnigi briva informacijas
pliasma, maksliniekus neintereséja tas, kas notiek arpuse,
plasaka makslas konteksta?

A. B.: - Nekas jau nerodas pats no sevis. Vienmer ir cilvéki,
kurus interesé kaut kas vairak, un kas informaciju liek no

I. A.: - What caused it?

A. B.: - There were multiple causes. A person never stands still;
he grows older. You make an installation. Then you tear it down,
throw it out — what else would you do with it? You can do it for a
decade; then the motivation is gone.

As | look back, | see apathy building up related in many ways to
social life. Our generation was a phenomenon in itself, because
we had to switch over from one paradigm to another that we
knew nothing about. It was stress; we had to start to do different
things. Everyone had to survive and cope with new tasks.

I. A.: - Did Latvian artists attempt to synchronise with the art
topical in other parts of the world?

A. B.: - Globally people are attracted by ideas; form has no
meaning; you can choose any tools you wish: things happen in
the head. It is not that important how you show it to the public.
We were a far way off.

I. A.: - Was there a lack of interest about what was going on
outside, in the broader context of art also when all the obstacles
in the information flow had been removed?

A. B.: - Nothing happens on its own accord. There are always
people who are more inquisitive, who put together information
from mere scraps. In the 80ies we picked up a lot of information
from the Polish Projekt art magazines. We did not know the
Polish language, yet we tried to translate the bits that seemed
more important. In Poland there was an upheaval of social life;
one could feel things moving.
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fragmentiem kopa. Astondemsitajos mums |oti nozimigi bija
polu zurnali ,Projekt”, ko izmalam cauri. Poliski més nepratam,
bet dazas svarigakas lietas méginaja tulkot. Poliem ari notika

sabiedriska SUmeésanas, tos procesus varéja labi just.

I. A.: - Ka jus komenteétu attieciba uz jasu paaudzi nereti
makslas zinatnieku lietotos apziméjumus — avangards,
konceptudlisms?

A. B.: - Kads pie mums avangards, avangards sen ir beidzies!
Un konceptualisms mums nekad nav bijis tira forma, vienmér
ir bijis klat piejaukums. Lidzigi ka kaut ko kauséjot vienmeér ir
piesprice no iepriekséja kauséjuma.

Andris Breze. Muzikas kaste. 1990.
Andris Breze. Music Box. 1990.

I. A.: - How would you comment on the frequent use of the

attributes ,avant-garde’; ,conceptualist” in reference to your
generation by art critics?

A. B.: - | am not sure what kind of avant-garde could that mean;
avant-garde has long since ceased to be! And we have never
had conceptualism in its pure form; it has always come together
with something else. Like when you melt something, there is
always something present of the smelting before.

In Latvia, we have had no pure trends be it in literature, or in
art, except for social realism which specifically relates to genre;




Latvija neviens virziens ne literatQra, ne maksla nav bijis
tirs, iznemot socrealismu, kas ir izteikta zanra lieta — ne
minimalisms, ne abstrakcionisms, ne absurda ievirze,
ne konceptualisms. Ir lérums lirisku, bet neizteiksmigu
emocionalu izvirdumu — literatGra un ari maksla.

I. A.: - Un konformisms — nonkonformisms, caur kuriem
Sobrid tiek parskatita padomju perioda maksla?

A. B.: - Latvijas Makslas akadémija bija konservativa, un
makslinieki dzivoja ar parliecibu, ka t3, ka ir, ir labi. Neko citu
nemekléja, jo zindja, ka nekas labs no ta nebus. Pieméram,
neizstadis darbus. Bet visiem nez kapéc vajag izstadities.

Bet bija, protams, cilvéki un notikumi, kur nesaubigi var
saskatit nonkonformisma iezimes. Fenomenals talants
bija Maris Argalis. Vina paradidanas 70. gados ar pirms tam
nebijusam lietdm bija vesels spradziens. Vins bija regulars
Cekas apmeklétajs. Art devindesmitajos vina odioza
darbodanas biznesa bija tikpat makslinieciska.

1984. gada izstadé ,Daba. Vide. Cilvéks” Péterbaznica, kur
piedalijas gandriz simts makslinieki, tikai dazi taisija savadaku
makslu. 1985. gada més ar Ojaru Pétersonu un Juri Putramu
Skiltera muzeja taisijam izstadi. Atnaca komisija izstadi
pienemt un — nelava pat atklat. Kaut gan tur bija tikai formas

Andris Breze. Maizes kastes. 1990.
Andris Breze. Bread boxes. 1990.

we have had neither minimalism, nor abstractionism, nor the
absurd trend, nor conceptualism either. There have been a
full lot of lyrical, but featureless emotional eruptions both in
literature and in art.

I. A.: - And what about the conformist — nonconformist
opposition in reviewing art of the Soviet period?

A. B.: - The Latvian Academy was a conservative institution; and
artists lived with the conviction that things were good as they
were. They were hardly searching for something that would
make a difference, since they felt sure that it would lead to no

good. Say, your works would not be displayed. But for some
reason everyone wants to be displayed.

But there were certainly people and events that were non-
conformist in a way. Maris Argalis had unique talent. His
appearance in the 70ies in ways unprecedented was explosive.
He was a regular guest at the KGB. His odious business activities
in the 90ies were as artistic.

In the 1984 exhibition Nature. Environment. Man which took
place in St. Peter's Church and featured the works of nearly one
hundred artists there were only some who displayed alternative
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zina kaut kas citadaks neka ierasts. Liekas, toreiz izstade
sakrita ar laiku, kad tuvojas kaut kadi padomiju svétki, tapéc
art nelava atklat. Tikpat labi varéja taisit darbus, ko necenzéja,
bet es nezinu, vai to var saukt par konformismu vai né. Tas
nav tik vienkarsi.

Visparpienemtais viedoklis, ieraugot ko savadaku, bija — ta
nav maksla. Bet Makslas dienas cilvéki skatijas uz to ka uz

Andris BreZe. Bez nosaukuma. Izstade Sajata nr. 30. 1993.
Andris Breze. Untitled. Exhibition Sensation no. 30.1993.

art. In 1985 we worked together with Ojars Pétersons and Juris
Putrams on an exhibition in the Skilters museum. The Commission
arrived to approve the exhibition, and we were not even allowed
to open it regardless of the fact that only the form of presentation
was untraditional. As far as | remember, the opening happened

to be on a day which was close to a Soviet red-letter day and
therefore permission was denied. You could also produce works
which were not censored, but I am not sure whether that would
fall under conformist. The question is not that simple.
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saules aptumsumu! Jo neka jau nebija. Tikai veikali, kuros
neka nevaréja nopirkt, teatri vienas un tas pasas izrades, ko
drill&ja, kino — kads nu tas bija. Un tad naca Makslas dienas —
balagans un tingeltangels, tiesi tas, ko cilvékiem vajadzéja!

I. A.: - Mdkslas dienas aizsakas ka propagandas akcija, bet
80. gados izradijas Trojas zirgs — iespéja izstadit pilnigi citadu
makslu. Akcijas Vecriga un stacijas tuneli, ko rikoja Sarmite
Malina ar Sergeju Davidovu un Olegu Tillbergu un ari jds,
jauno grafiku grupa, cenzuras apstaklos nebdtu iespéjamas.

A. B.: - Nebija jau daudz vietu, kur sarikot izstadi. Lai tiktu
izstazu zalés, vajadzéja pieteikties gadiem ieprieks. Studenti
vispar nevaréja piedalities izstadés, tikai diplométi makslinieki.
Un bija dalijums - ja glezno, tad tikai glezno, ja esi keramikis,
tad taisi tikai podus. Vieniga vieta, kur varéja ko citadu izstadit
un kur bija vieta jaunu formu meklétajiem, bija,Dieva auss’,
planetarijs, kur izstades rikoja kop$ 70. gadu vidus.

Un tad — Makslas dienas, kas bija gan iespéja izstadities,
gan tur varéja izstadit visu, kas bija savadaks. Stacijas tunelis
deréja - bija jumts virs galvas un plisma, visdazadakie
cilvéki, kas iet uz vai nak no vilciena — gan maiselnieks, gan
maskavietis.

I. A.: - AtgrieZoties pie nonkomformisma témas...

A. B.: - Mums nav tadu rakstnieku, kas batu rakstijusi visu
muUzu, bet nebltu publicéjusies. Tas pats ir maksla. Vai nu ta ir
periférijas lieta vai kas... Krievija robeza starp nonkonformismu

The usual conclusion about artworks which were different was —
this is not an art. But during the Art Days the public thronged
like if they would want to see no less than a solar eclipse! This
was because there was so little to see around: shops with no
goods to buy, theatres with the same shows running, the movies
we had. And then came the Art Days, the tomfoolery and the
circus, exactly what people needed!

I. A.: - The Art Days started as a propaganda activity, but in
the 80s they turned into a Trojan Horse — a chance to see a
completely different form of art. The activities in Old Town and
in the railway station tunnel organised by Sarmite Malina,
Sergejs Davidovs, Olegs Tillbergs and you, also the young
graphic artists’ group would not have been possible under
censorship.

A. B.: - There were only a few places were exhibitions could be
held. To get space at an exhibition hall required applying years
ahead. Students could not apply at all; the exhibitions were for
certified artists only. And everyone was categorised: if you were a
painter, all you could do was paint; if you did ceramics, then that
was all you could do. The only place where you could display
something different was Dieva auss, the planetarium where
exhibitions were held from the middle of the 70ies.

And then there were the Art Days when you could not only
display your works, but also display everything that was different.
The railway station tunnel was OK: there was a roof on top and
there was a flow of passers by, all sorts of people coming and
going from the train: the person with the knapsack, and the
person from Moscow.



un oficialo vidi ir skaidra. Var minét daudzus dzejniekus, labus
un izcilus, kas visa maza publicéjusi vien dazus dzejolus,

bet vini ir pasaules limeni! ledomajies, ka tas ir, visu mazu
vari rakstit, bez mazakam ceribam, ka kaut ko nodrukas. Bat
pazistamam tikai andergraunda vidé, tikai starp pazinam, kas
to novérté. Bet vini nemainija savus uzstadijumus, nesaka
rakstit drazu, tikai, lai vinus nodrukatu.

I. A.: - Kas Sobrid ir mainijies maksla?

A. B.: - Ir ienakusi citi izteiksmes lidzekli. Pédéjie desmit gadi
ir pagajusi tehnologiju zvaigznaja — video, foto, jaunie mediji,
ar ko agrak tik daudz nestradaja. Ta ir formas lieta, bet tas ir
bdtiskas izmainas.

I. A.: - Un véstijums? Citas Austrumeiropas valstis maksla,
skiet, ir vairak sociali aktivas pozicijas.

A. B.: - Latvija tas nekad nav bijis izteikts, maksla nekad nav
centusies intereséties par socialo dzivi. Kaut kas divains ir
latviesa galva pasos pamatos. Cilvéki mégina no socialas
problematikas aizmukt, aiziet sava pasaulé, neiedzilinaties, jo
ta visa apkart ir tik daudz.

I. A.: - To return to non-conformism. ..

A. B.: - We do not have any writers who have been writing
throughout their lives and have never been published. The same
refers to art. Maybe the reason is that we live in a province, or
maybe there is some other reason... In Russia there is a clear-
cut boundary between the non-conformist and the official
environment. There are a number of poets who have but a few
poems published, but they are on world levell Just imagine:
writing your whole life without the slightest hope of seeing
anything in print. To be known only within the underground
environment, only among the acquaintances who appreciate
you. But they did not change their stance; they did not start
writing trash for the sake of being published.

I. A.: - What has now changed in art?

A. B.: - New means of expression have developed. The last
decade has seen a constellation of technologies: video, photo,
new media which were hardly utilised before. It is all about form,
but the changes have been substantial.

I. A.: - And what about the message? In other East European
countries art has taken a more active social stance, hasn't it?

A. B.: - This has never been very typical for Latvia; artists here
have never taken an interest in social life. It is a very basic
peculiarity to the Latvian mindset. People try to avoid social
issues; they create their own world and do not question things
because there are so many of them around us.

CILVECINS IR VISU LIETU MERS |

397



