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Anda KLAVINA talks with Leonards LAGANOVSKIS

about Soviet themes in his art and work in Berlin
in the 90ies




Leonards Laganovskis bija viens no retajiem latviesu
maksliniekiem, kurs 90. gados dzivoja un stradaja Berline. 80.
gadu beigas vins sanéma stipendiju darbam Rietumberling bet
velak uzsaka sadarbibu ar vairakam galerijam, piedaljas daudzos
Vactias makslas institociju (Galerie Barbara VWeiss, I[FA Galerig

Neuver Berliner Kunstverein u. ¢.) projektos.

Vina 80. gadu beigu un 90. gadu darbiem raksturiga varas
mehanismu kritika, kad troniski parfrazejot politiskas varas
simbolus un valodas klisejas, tika atklats to absurdums. ldeologijas
simbolu un lozungu tekstu parafrazes lavusas daziem kritikiem
noradtt uz sa perioda darbu tuvibu padomju socarta virzienam,
savukart teksta un attela nozimju saspéle rosinajust darbos
saskatit konceptualisma iezimes.

Leonards Laganovskis was one of the rare Latvian artists who
lived and worked in Berlin in the 90ies. At the end of 1980 he
recetved a stipend for work in West Berlin, but later started
collaborating with a number of galleries and took part in many
German art institution (Galerie Barbara Weiss, [FA Galerie, Neuer
Berliner Kunstverein and others) projects.

Criticism of the mechanisms of power was a characteristic of his
works at the end of the 80ies and in the 90ies , where by ronically
rephrasing political power symbols and language clichés, their
absurdity was revealed. 'The paraphrasing of ideological symbols
and slogan texts have allowed some critics to point to the closeness
of the work of this period to the SotsArt movement, whereas

the interplay of the meaning of text and image has promoted the
identification of features of conceptualism in his works,
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ANDA KLAVINA: - Daudzu tavu darbu intereses objekts kops
80. gadu beigam ir sistéma. Sakotnéji tu rundji par padomju
iekdrtu: par to, ka tds ideologija runa ar saviem subjektiem,
kada ir tas zimju un simbolu valoda u. tml. Vélak pieversies
religijai, globalajam kapitalismam. Kas bija $is intereses
pamata?

LEONARDS LAGANOVSKIS: - Sistému vajag saprast. Es ka
padomiju cilvéks méginaju saprast, kadé| runas ir tik labas, bet
darbi ir tik slikti. Manai 80. gadu beigu un 90. gadu sakuma

Leonards Laganovskis. Ednica. 1988 / 1989.
Leonards Laganovskis. Canteen. 1988 / 1989.

ANDA KLAVINA: - The object of interest in many of your works
since the end of the 80ies is the system. Initially, you talked about
the Soviet system: about the fact that its ideology speaks with its
subjects, about what its sign and symbol language is like and so
on. Later you turned to religion and global capitalism. What was
the basis of this interest?

LEONARDS LAGANOVSKIS: - One must understand the system. |
as a Soviet person, attempted to understand why the speeches
are so good, but the work so poor. My works at the end of the
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darbi ir ta domasanas darba rezultats, kuru més 80. gados
veicam kopa ar Hardiju Ledinu, kad mums tam bija |oti
daudz laika. Velak izradijas, ka sava domasana un interesés
més esam bijusi paraléli tam, kas nodarbinaja cilvéku pratus
Rietumos. Ne velti péc aizbrauksanas uz Rietumiem més abi
uzreiz dabdjam radosas stipendijas.

A. K.: - Par Padomju Savienibu tu rund ka par pieredzi ar
labo un slikto pusi, kas mas vieno gan ar krieviem, gan citam
PSRS valstim un tautam, kamer citi tavas paaudzes latvieSu

80ies and the beginning of the 90ies are a result of the thinking,
which we did together with Hardijs Ledins in the 80ies, when
we had a lot of time for it. Later it turned out that in our thinking
and interests we were parallel with that which occupied the
minds of people in the West. There was a reason why we both
immediately received creative stipends after travelling to the
West.

A. K.: - You speak about the Soviet Union as if it was an
experience with a positive and a negative side, which unites us



makslinieki skatijusi So pieredzi ka uzspiestu un traumatisku,
atsakoties to pienemt ka ,musu’”.

L. L.: - Ja, mani darbi vienlidz attiecas ka uz latvieti, ta gruzinu,
tataru un ebreju. Tautibu, kas cieta no padomiju rezima, bija
daudz. Tas, ko tagad rada filma,Padomju stasts’, man bija
zinams jau no bérnibas. Man bija pieejama literatdra, tévs
klaustjas cusku balsis'. Protams, mani darbi nebija veidoti
latviskajas tradicijas, tadé| publika uz tiem skatijas skeptiski.
Tie atgadinaja padomju konjunktarismu. Bet es un mani
kolégi bijam un joprojam esam padomju cilvéki. Vini tapat
sajisminajas par veiksmigam padomju filmam, izradém vai
makslas darbiem. levérojama dala makslinieku bija nopelniem

1. Padomju varas iestazu apzZiméjums nevélamajam Rietumu raidstacijam.

bagatie padomju makslinieki, kuru sniegums bija veicingjis
komunisma celtniecibu. Varbat tiesi tapéc, ka man tada titula
nebija, es varéju atlauties uz sSim lietam skatities brivak.

A. K.: - Vai nebija aiztures pret padomju rezima zimém un
simboliem, kuros vél nesen més bijam spiesti klausities?

L. L.: - Es skatos uz lietam globali. Lai cik ari stulba un Jauna
bija PSRS, lidzsvaram ta piedavaja iespéju, pieméram, dzert
darba, stastit anekdotes par varu. Es uzskatiju, ka vajag visam
pieiet viegli un ar humoru. Nopietni vajag celt metro un TV
tornus, bet citas lietas jadara viegli.

A. K.: - Sistému tu pétiji vienlidz no vizuala un tekstuala
skatpunkta.

Leonards Laganovskis. No cikla Tribines. 1990.
Leonards Laganovskis. From the series Lecterns. 1990.

both with the Russian, as well as the other USSR nations and
peoples, while other Latvian artists of your generation have
viewed this experience as one forced on them and as traumatic,
refusing to accept it as “ours”.

L. L.: - Yes, my works apply equally to a Latvian, a Georgian, a
Tatar or a Jew. There were many nationalities that suffered from
the Soviet regime. What is now shown in the film Soviet Story
was already known to me as a child. I had access to literature
and my father listened to the voices of the snakes'. Obviously my
works weren't created within Latvian traditions and therefore the
public viewed them sceptically. They reminded them of Soviet
conjuncturism. But my colleagues and | were and still are Soviet
people. In the same way they get carried away by successful

1. The Soviet regime’s institutions' name for undesirable Western radio stations.

Soviet films, exhibitions or art works. A significant number of
artists were richly decorated Soviet artists, whose achievements
had promoted the building of communism. Maybe it's specifically
because | didn't have such a title that | was able to look at these
things with more freedom.

A. K.: - Didn't you have inhibitions against the Soviet regime’s
signs and symbols which we were forced to observe even up to
relatively recently?

L. L.: - I look at things globally. Despite how stupid and evil the
USSR was, as a counterbalance it provided the possibility, for
example, to drink at work and to tell jokes about the regime. My
view was that everything should be approached lightly and with
humour. Seriously the metro and TV towers should be built, but
other things should be taken lightly.
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L. L.: -Vards ir |oti svarigs, jo tam ir fiziskas sekas. Uz lapas var
uzrakstit kadu teikumu, un tam var bt dramatiskas sekas.
Lielo padomju ekspertu es saredzéju ka sadu makslu uz papira.

Par formas un satura vienotibu runa mans piezimju cikls
mUZa garuma,Tribines’, kuru doma ir, ka, cilvékam vai
ideologijai pauzot kadu noteiktu satury, tribine ienemtu $1
satura formu. Kapéc gari jaruna, ja atliek uzzimét tribini, un
par&jiem ir aptuveni skaidrs, ko tu runa?

A. K.: - Saja cikla ieziméjas vél viena tev aktuala téma -
dzimtes attiecibas.

L. L.: - Mana parlieciba ir, ka pasauli radijis viriskais spéks, bet
daba attistas ka sieviska. Studéjot fran¢u valodu, pamaniju,

ka tur sievietes krdts ir virieSu dzimté. Tas man likas |ofti
interesanti, un radas vélme pastudét, ka dazadas valodas

lietas ir sadalitas péc dzimumiem. Tas neko neizskir, bet dara
skaidraku gan. To var traktét ka pétijumu par vél vienu sistému.

Leonards Laganovskis. Filmas beigas. 1990.
Leonards Laganovskis. £nd of the Film. 1990.

A. K.: - You explored the system equally from a visual and textual
viewpoint.

L. L.: - The word is very important as it has physical
consequences. One can write a sentence on a page and it can
have dramatic consequences. | saw the great Soviet expert as
this type of art on paper.

My lifelong comment cycle, Lecterns talks about the unity of
form and content, the idea behind which is that a person or an
ideology propagating some defined content would take on this
content form on the lectern. Why should one speak at length, if
alectern can be drawn and everyone else already gets an idea of
what you are talking about?

A. K.: - In this cycle another theme important to you stands out -
gender relationships.

L. L.: - lam convinced that the world has been created by
a masculine power, but nature develops in a feminine way.
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A. K.: - Sads dzimumu dalijums ir pretruna ar 90. gadiem ka
dzimumu saplasanas, transpersonu laiku.

L. L.: - Sie darbi bija atsauce uz neseno virisko laiku — lielajam
sisttmam ka komunisms un kapitalisms. 90. gados $is
sistémas sabruka un sakas feminizacijas process.

A. K.: - Latvija ir labak zinami tavi grafiskie darbi, bet 90. gadu
sakuma tu vairakos projektos Vdcija un Somija piedalijies ar
pilsétvides objektiem — pieminekliem.

L. L.: - Visas revolQcijas tauta vispirms rauj nost pieminek|us.
Tas ir |oti spontans un emocionals process, bet, mana
skatijuma, pareizak butu bijis kaut ko no ta visa saglabat
vésturiskajai atminai. Manus talaika pieminek|us raksturoja
tas, ka tie bija veidoti tuvu klasiskajam pieminekla formam,
kas organiski ieklaujas pilséta. Pieméram, turku genocidam
pret arméniem veidotais piemineklis? nav Sai videi organisks,
[ldz ar to lieki uzbudina. Klasiski veidots piemineklis jebkurai
tantei, jebkuram puikam rada sajdtu, ka vins te stavéjis jau
simts gadu. Tikai teksts parada, kas tas isti ir par pieminekli.
Lidz ar to var veidot dazadas kamuflazas, kur klasiska forma
maské kecerigu vestijumul.

Kad 1996. gada Rostoka veidoju pieminekli stradniekiem,
mani bridingja, ka to izdemolés un iznicinas.? Es mieringju,

2. Pretarméniem 1915. gada vérsta genocida pieminas akmens Krustakmens —
Hackars atrodas Riga, Z. A. Meierovica bulvar 8, kur tas tika uzstadits 1990. gada.

3. Baltijas jaras biennale Bekannt(-)Machung, Kunsthalle Rostock 1996. gada.

Studying the French language, | noticed that a female’s breast
is in the masculine gender. That seemed very interesting to

me and created the desire to study how things were divided
into genders in various languages. That doesn't determine
anything, but does make it clearer. It could be interpreted as an
investigation into one more system.

A. K.: - Such a division of genders is inconsistent with the 90ies as
a convergence of the genders, the trans-person era.

L. L.: - These works were a reference to the recent masculine
era — large systems like communism and capitalism. In the 90ies
these systems collapsed and the feminisation process began.

A. K.: - Your graphic works are better known in Latvia, but at the
beginning of the 90ies you took part in a number of projects in
Germany and Finland with objects in the city environment -
monuments.

L. L.: - In all revolutions, the people first of all tear down

the monuments. That is a very spontaneous and emotional
process, but, in my view, it would have been better to keep
something from all this for historical memory. My monuments
of that time were characterized by the fact that they

were created like the classic monument forms, which fit
organically into the city. For example, the monument

created in remembrance of the Turkish genocide against

the Armenians? is not organic to this environment and

2. The memorial stone (Krustakmens — Hachkar) to the 1915 genocide
against the Armenians is located in Riga, Z. A. Meierovics bulvard 8, where
it was erected in 1990.



ka izveidosu tadu pieminekli, kas veidos vibracijas ar
Rostokas kugu bavétavas proletariata smadzenu formu, un
vini sapratis, ka tas ir kaut kas savéjais, un to neaiztiks. Ta ari
bija. Somu, zviedru un citu makslinieku darbus pilsétvidé
iznicinaja. Manéjais darbs bija stulbs péc formas, bet precizi
trapits pilsétnieku mentalitaté.

Visu manu pieminek|u mérkis bija palikt nepamanitiem. Esmu
parliecinats, ja Riga vienas nakts laika uzstadrtu vél kadus
20 pieminek|us, tikai péc nedélas, divam cilvéki saktu runat.

Mani darbi tik organiski ieklavas attiecigaja vidé, ka tos

nereti nemaz negribéja vakt nost. Bet tas bija sareZditi, jo Sie
darbi bija veidoti islaicigiem makslas projektiem ar létiem
materialiem, pieméram, piestcinatu koku. Bet ar visu to viens
no pieminekliem, kurs bija veidots divus ménesus garam

projektam, nostavéja piecus gadus, lidz dabiga veida pilniba
sabruka. Helsinkos péc izstades beigam kuratoriem radas
ideja pieminekli parvest uz centru netalu no ,Kiasmas’, tacu,
kad vini saka celt So koka konstrukciju, kas izskatijas péc
kartiga granita bluka, ta sabruka.

A. K.: - Tava pieeja bija netipiska laikam, kad bija raksturigas
visai agresivas komunikacijas stratégijas.

L. L.: - Agresiva pieeja man skita par vienkarsu. Lai gan, kad
Olafs Mecels Berlines centra bija izveidojis milzu krajumu

ar policijas noZzogojumiem, tas cilvékos izsauca |oti lielu
agresiju ka reakciju uz o Skietamo valdibas agresiju. Kada
Berlines turku dzivokli ving bija izveidojis milzigu svastiku,
nevis uzkrasojis uz sienas, bet ieskrapéjis, padarijis to telpisku.
Agresivs zests, bet ar |oti spécigam konotacijam.

Leonards Laganovskis. Transparents Evakudcijas plans. 1991.

Leonards Laganovskis. Transparent Evacuation Plan. 1991.

consequently stimulates one needlessly. A classically created
monument gives the feeling to any passer-by that it has
already stood there for a hundred years. Only the text
indicates what sort of monument it really is. Thus one can
create certain camouflage, where the classical form can mask
a heretical message.

When | created a monument to workers in Rostock

in 1996, | was warned that it would be demolished and
destroyed.? | pacified them that | would create a monument,
which would create vibrations within Rostock'’s ship building
proletariat’s brain form, and that they would understand that it
is something of their own and wouldn't touch it. And that's how
it turned out. Finnish, Swedish and other artists'works in the

3. Baltic Sea Biennale Bekannt(-)Machung, Kunsthalle Rostock in 1996.

city were destroyed. My work was stupid in form, but accurately
typified the mentality of the city people.

The goal of all of my monuments was to remain unnoticed. | am
convinced that if one would put up another 20 monuments in
Riga over one night, people would only start talking after a week
or two.

My works fitted into the relevant environment so organically,
that often they didn't even want to remove them. But this

was difficult as these works were created for short-term art
projects with cheap materials, for example, saturated wood. But
even with all this, one of the monuments which was created
for a project lasting two months, stood for five years until it
deteriorated completely in a natural way. In Helsinki, after the
exhibition finished the curators had the idea of transporting the
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Tomér agresivi darbi atri zaudé ietekmi. Man liekas, manus
darbus vélgjas paturét ilgak, jo tie ieklavas vidé, nevis to
izaicinaja.

A. K.: - Pastasti par pirmo saskarsmi ar Rietumiem.

L. L.: - Tas notika vél 80. gadu beigas un bija |oti liels Soks.

Jo izradijas, ka tas viss, par ko més te bijam runajusi, par ko
bijam sapnojusi, ir redls. Visi tie domataji, maziki, makslinieki,
visi vini tur bija — reali, uz ielas sastopami. Un makslas dzive!
24 stundas diennakti. Var redzét jebkadu makslu! Reklamas,
precu tik daudz, ka met pakal. Hardiju Ledinu tas iedragaja tik
Joti, ka vins no Siem iespaidiem ta arf lidz galam neatkopas.

A. K.: - Ka aizsakas sadarbiba ar Berlines galerijam?

L. L.: - Kad sakas liela tautu staigasana, Berliné no visam
pusém ieradas daudzi dazadi makslinieki ar citdadu domasanu
un makslu, neka tas bija Rietumos. Ta ka mana maksla
parstavéja $o jauno, savdabigo paradigmu un atbilda galerijas
prasitajai kvalitatei, ar personisku un institucionalo kontaktu
starpniecibu nonacu lidz pastavigai sadarbibai ar vairakam
galerijam Vacija.

A. K.: - Kd izpaudas pati sadarbiba?

L. L.: - Tas bija nebeidzamas diskusijas par makslu. Vienalga,
vai ta ir konference vai vienkarsi makslinieki iedzer alinu,
runas bija par makslu. Jo ta ir tava profesija, un tas ir svarigi.
,Tu biji tai izstadé?”,Ja, bet vinam tas darbs tads un sitads”

monument to the centre not far from Kiasma, but when they
started to lift this wooden construction, which looked like a
sturdy granite block, it fell to pieces.

A. K.: - Your approach was not typical, as rather aggressive
communication strategies were characteristic of the time.

L. L.: - An aggressive approach seemed too simple for me,
although when Olaf Metzel created a huge collection of police
barriers in the centre of Berlin, it provoked a great deal of
aggression from people as a reaction to this apparent aggression
by the government. He had created a huge swastika in some
Turkish apartment in Berlin, not painting it on the wall but
scratching it in, making it dimensional. An aggressive gesture,
but with very powerful connotations.

However, aggressive works quickly lose their influence. I think
they wanted to keep my works for longer as they fitted into the
environment and didn't challenge it.

A. K.: - Tellme about your first contact with the West.

L. L.: - That happened at the end of the 80ies and was a great
shock as it turned out that everything we had been talking
about here, about what we had dreamt, was real. All of the
thinkers, musicians, artists, all of them were there - real, could
be seen on the streets. And artistic life one could view any kind
of art 24 hours a day! There was advertising, and so many goods
were available. Hardijs Ledin$ was so affected by this, that to the
very end he never really recovered from these impressions.

A. K.: - How did your collaboration with the Berlin galleries begin?
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,Bet tas darbs savukart sitads un tads! Lidz smalkakajam
detalam. Tas bija diskusijas ar personibu attistoso efektu.

Tas bija liels kontrasts ar Latvijas pieredzi. Tur cilvéki atlavas
kritizét, lieki neapvainojas. Tur varéja tavu darbu izanalizét

pa detalam un pateikt, ka esi radijis pilnigu sviestu. Tas |oti
mudinaja domat par savu makslu. Latvija komunikacija ar
galeristiem bija,Baigi forsi!” vai vienkarsi klusésana. Vieniga
komunikacija man bija ar Ledinu. Vins prata un nekavéjas
uzdot visdazadakos jautajumus par maniem darbiem. Daudz
Nno ta guvu.

Latvija tada zina biju ka balta varna. Es dzeru maz, tadé|
sédésana makslinieku kafejnica man nebija ipasi saistosa.
Mani draugi bija un joprojam ir vairak no arhitektu, arstu
aprindam.

A. K.: - Vai dekonstruéjot, rotalajoties ar Padomju Savienibas
simboliem, tu nejuties ka apmierinot Rietumu vélmi péc
Citada?

L. L.: - Noteikti né. Es stradaju ar simboliem, kas taja laika bija
aktuali ari man. Es to dariju ar drosu sirdi. Lai $os simbolus
lietotu, tajos vajadzéja iedzilinaties un tos saprast. Kad

1989. gada Kilé notika izstade ,Riga — latviesu avangards’, es
tai izveidoju centralo plakatu ar sirpi un amuru melna krasa.
Més tobrid bijam Padomju Savieniba un varéjam izmantot
sirpi un amuru ka savu simboliku. Bet $0s simbolus nedriksté&ja
izmantot melna krasa, kur nu vél kombinacija ar sarkano, kas
veido nacistu simboliku. Pirma reakcija mdséjiem nereti bija:

L. L.: - When the great movement of people began, many
different artists arrived in Berlin from all directions, with different
thinking and art than could be found in the West. As my art was
representative of this new, original paradigm and was of the
quality demanded by the galleries, | ended up collaborating

on an ongoing basis with many galleries in Germany through
personal and institutional contacts.

A. K.: - How was this collaboration expressed?

L. L.: - There were unending discussions about art. No matter
whether it was a conference or simply artists drinking beer,

all talk was about art as that was one’s profession and it was
important.“Did you attend that exhibition?” “Yes, but his work
is like this or that” “But whereas that work is like that and this”
Right down to the finer details. They were discussions with

a character building effect. It was a great contrast with the
experience in Latvia. People were able to criticize and didn't
needlessly take offence. Your work could be analyzed in

detail and you could be told that you'd created complete
rubbish. That really encouraged one to think about one’s art.
In Latvia communication with galleries was of the “Really
great!"kind or there were simply no comments. The only
communication | had was with Ledins. He understood and
hastily asked me all sorts of questions about my works.

I gained a lot from that.

In that sense, in Latvia | was like a white crow. | drank very little
and therefore sitting in the artists’ café was not very riveting
for me. My friends were, and still are, mainly from the ranks of
architects, and doctors.



,Atkal tas Laganovskis to sirpi un amuru..” Bet vacu draugi, kas
atpazina si gajiena riskanto nozimi, uztraucas, vai par mani jau
neintereséjas VDK. MUsu sabiedriba tai laikd nemaz nezinaja
padomiju simbolikas vésturi un daudzas nozimes, tadé| mani
darbi nereti likas kaut kas Iéts un jau zinams.

A. K.: - Vai varéji dzivot no makslas?

L. L.: - Tirgus sUpojas — sakuma nebija neka, péc tam bija, péc
tam atkal neregulari.

A. K.: - Cik ilga bija tava saistiba ar galerijam?

L. L.: - Aktiva sadarbiba bija no 90. gadu sakuma lidz

1996. gadam, lidz sastridéjos ar galerijas ,Barbara Weiss”
vaditaju. Péc tam es panému brivo periodu, lai uzkratu spékus
un zinasanas. Kad strada visu laiku, var sevi |oti iztuksot.

A. K.: - Didn't you feel like you are satisfying the West's wish for
‘something different’ by deconstructing or playing with the Soviet
Union symbols?

L. L.: - Definitely not. At the time | worked with symbols which
were real for me as well. | did that with certainty. To use these
symbols | had to get to know them deeply and to understand
them. When the Riga - Lettische Avantgarde exhibition took
place in Kiel in 1989, | created the central poster for it with a
hammer and sickle in black. At that time we were in the
Soviet Union and we could use the hammer and sickle as

our symbols. But it was forbidden to use these symbols in

the colour black, let alone in combination with red, which
forms the Nazi symbols. The first reaction from our people
was usually:“That Laganovskis with his hammer and sickle
again..” But my German friends who recognized the risky
meaning of this message were worried about whether the KGB
weren't already taking an interest in me. Our society at that
time didn't even know the history and many meanings of the
Soviet symbols, and therefore my works often seemed to be
something cheap and familiar.

A. K.: - Kade| péc tam, kad biji atgajis, neméginaji atkal
integréties Rietumu makslas aprité?

L. L.: - Teorétiski ar to nebija problému, bet praktiski bija ta,
ka galeriste teica:,Leonard, tev ir pienacis laiks uztaisit lielo
izstadi, tad més varam turpinat” Negribéjas veidot izstadi no
vecajiem darbiem, bet jaunu ideju nebija. Ta nu sanak, ka 3ai
lielajai izstadei es gatavojos tikai tagad — 2008. gada.

A. K.: - Kadé| to neizdariji 90. gadu beigas?

L. L.: - Es nebiju tam gatavs tiri fiziski. Es nebiju lidz galam
apmierinats ar sevi.

A. K.: - Desmit gadi - liels parravums.

L. L.: - J3, tas ir nezéligi, bet jabdt harmonija ar sevi un
apkartéjo vidi.

Leonards Laganovskis. Jedem das seine izstadé Memento — Maksla — Vésture — Atminas Berliné un Kilg, Vacija. 1995 / 96.
Leonards Laganovskis. Jedem das seine in the exhibition Memento — Art — History — Memories in Berlin and Kiel, Germany. 1995 / 96.

A. K.: - Could you survive from your art?

L. L.: - The market fluctuated - at the beginning there was
nothing, then it got better, after that it was irregular.

A. K.: - How long was your collaboration with the galleries?

L. L.: - Active collaboration was from the beginning of 1990 until
1996, when | had an argument with the director of the Barbara
Weiss gallery. After that | took a break, to renew my energy and
my knowledge. When you are working all of the time you can
really run yourself down.

A. K.: - Why didn't you try to reintegrate into Western art circles
again after your break?

L. L.: - Theoretically there wasn't any problem with that, but the
practical side was that | was told by the gallery:“Leonard, the
time has come for you to make a large exhibition, and then we
can continue.’l didn‘t want to create an exhibition out of old
works, but | didn't have a new idea. It turns out now that that |
am only now preparing for this large exhibition - in 2008.
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A. K.: - Vai tas nav pretrunad ar Rietumu makslas pasaules
profesiondlisma ideju?

L. L.: - No vienas puses, ja. Bet katrs cilvéks ir savadaks.
Acimredzot man vajadzéja laiku, lai iedzilinatos vél kaut kadas
gudribas, skaidrak formulétu savu pasauluzskatu. Ja tev ir
desmit personalizstades gada, tu strada diezgan mehaniski
un ir maz iespéju izvértét, kas ir tas, ko tu tagad vélies.

A. K.: - Vai tomeér nenozélo, ka toreiz neriskeji?

L. L.: - Isi péc tam domaju - vells, vajadzéja... Bet tagad
domaju pavisam savadak. Turklat svesuma dzivot nav viegli. It
seviski ka 90. gadu sakuma, kad tu stundam zvani uz Latviju,
bet tevi ka nesavieno, ta nesavieno. No padomju reZima
mantota telekomunikaciju sistéma.

A. K.: - Vai tadé| ari citiem latvieSu maksliniekiem tomér
neizveidojas ilgtermina attiecibas ar Rietumu galerijam?

L. L.: - Sadarbiba ar galeriju paradijas Rietumu un
postpadomju sabiedribas mentalas atskiribas. Lai sadarbotos
ar Rietumu galerijam, tev bija jabut |oti izglitotam un
vienmeér — forma. Masu makslas izglitiba nebija mas
sagatavojusi tik augstam profesionalismam.

Tas skaidri izpaudas, kad 90. gados ar lekcijam viesojos vairakas
Vacijas makslas akadémijas un Latvijas Makslas akadémija.
Vacija studentu attieksme bija, ka vini no manis var izspiest
visu. Man bija japamato viss: sakot ar izvélétajiem ramjiem

A. K.: - Why didn't you do it at the end of the 90ies?

L. L.: - I wasn't ready for it purely from the physical aspect. |
wasn't completely satisfied with myself.

A. K.: - Ten years — alarge break.

L. L.: - Yes, that is brutal, but one must be in harmony with
oneself and the surrounding environment.

A. K.: - Isn't that in conflict with the Western art world'’s concept of
professionalism?

L. L.: - On the one hand, yes. But every person is different.
Obviously I needed time to get deeply into some other knowledge,
to more clearly formulate my world view. If you have ten solo
exhibitions per year, you work fairly mechanically and there is
little opportunity to evaluate what it is that you currently want.

A. K.: - Don’t you regret that you didn't take the risk at that time?

L. L.: - In brief, afterwards | thought - hell, I should have... But
now | think completely differently. It isn't easy living in a foreign
country as well, especially like at the beginning of the 90ies,
when you rang Latvia for hours but they just didn't connect you.
A telecommunication system inherited from the Soviet regime.

A. K.: - Is that why other Latvian artists weren't able to develop
long-term relationships with Western galleries?

L. L.: - Collaboration with the gallery revealed the mental
differences between Western and post-Soviet society. To
collaborate with Western galleries, you had to be very educated
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[idz padomiju simbolikai manos darbos. Péc lekcijam es
biju slapjs ka péc pratinasanas. Sakuma mani si pieeja
|oti parsteidza, bet péc tam es biju gatavs uz visu. Kad
sniedzu lekcijas Latvija, saskaros ar gluzi pretéjo — pilnigu
neieinteresétibu. Iznaca ta, ka es méginu viniem uzspiest
savas zinasanas un pieredzi.

Par zemu nevar noveértét ari robeZas, kas visus 90. gadus
tomér vél pastavéja. Ledins sanéma stipendiju darbam
Berliné. Bet vinam vajadzéja paligus no Latvijas, kas to darbu
uztaisitu. Sarunaja, ka grupina atbrauks un par samaksu

to realizés, bet vizu reZims nelava tam notikt. Makslas

Leonards Laganovskis. Pieminek]i Ventspils iedzivotajiem. 1999.

Leonards Laganovskis. Monuments to the Inhabitants of Ventspils. 1999.

and always — in form. Our art education hadn't prepared us for
such high standards of professionalism.

That became apparent when | did visiting lectures in the 90ies at
a number of Germany’s art academies and at the Art Academy
of Latvia. The German students'attitude was that that they could
squeeze anything out of me. | had to substantiate everything:
starting with the selected frames up to the Soviet symbols in my
works. After the lectures | was soaking as if I'd been interrogated.
At first this approach surprised me but afterwards | was ready for
anything. When | presented lectures in Latvia | faced the exact
opposite — complete disinterest. It seemed as if | was trying to
force my knowledge and experience on them.



organizacija Berliné negrib&ja uznemties atbildibu par viniem
nezinamiem cilvékiem. Kad Ledins beidzot tas vizas sadabuja,
vina paligus kaut kadu apstak|u dé| pari robezai nelaida, un

vins nevaréja realizét savu makslas darbu. Tas vinu |oti satrieca.

A. K.: - Kadeé| vins nenéma paligus no Vacijas?

L. L.: - Vin$ nebija menedZeris. Ari es nebiju, joprojam
neesmu menedzeris.

A. K.: - Vai ta bija batiska atskiriba starp Rietumu un
Austrumeiropas maksliniekiem?

L. L.: - Ja, vini macéja labak savu darbu organizét. Protams,
liela prieksrociba bija vinu izpratne par lokalajam iespé&jam:
kur var ielist, kur ko var ietauprt, kaut ko nozagt. Biju
parsteigts, ka arf turienes makslinieku datorprogrammas bija
zagtas. Pie kartigajiem vaciesiem!

A. K.: - Ka tavu radoso darbibu ietekméja tas, ka 90. gadu
vidi pamazam saka apsikt publikas un pasas makslas
interese par postpadomju apstakliem, ari varu, politiskajam
sisttmam?

L. L.: - Man padomju tematika nekad isti nebeidzas, jo
visuma més visi esam padomiju cilvéki. To, kas uzauga
Ulmanlaikos, starp mums vairs tikpat ka nav, bet tie, kas
augusi masdienas, ir savu padomju vecaku iespaidoti - lidz ar
to tadi puspadomju produkti vien ir. Neskatoties uz Rietumu
atribatiku, sabiedribai piemita un joprojam piemit padomju

One can't put too low a value on the borders as well which
continued to exist all through the 90ies. Ledins received a
stipend for work in Berlin. But he needed assistants from Latvia
who would construct the work. It was agreed that a small group
would arrive and would do this for payment but the visa regime
wouldn't allow it to happen. The art organization in Berlin didn't
want to take on the responsibility for people they didn't know.
When Ledins finally got the visas, for some reason his assistants
were not allowed over the border and he was unable to
complete his art work. That upset him greatly.

A. K.: - Why didn't he get assistants from Germany?

L. L.: - He wasn't a manager. I wasn't either and stillam not, a
manager.

A. K.: - Was that a fundamental difference between Western and
Eastern European artists?

L. L.: - Yes, they knew how to organize their work better.
Obviously a great advantage was their understanding of

local possibilities: what you could get into, where you could
economise, or steal something. | was surprised that the artists’
computer programmes there had been stolen as well. By
orderly Germans!

A. K.: - How was your creative work affected by the fact that in the
mid 90ies the public’s and art’s interest in post-Soviet conditions,

including power and political systems, gradually began to decline?

L. L.: - For me Soviet themes never really finished, as overall
we are all Soviet people. Those who grew up in the Ulmanis

mentalitate. Pieméram, spriesana par lietam ta, it kd mas

un Rietumus vél atdala baigais maris, it ka konkurence un
sadarbiba ar $o pasaules dalu nav iespé&jama. Darbojas ta pati
logika, kas tam puisim, kurs, palaujoties uz neparvaramo PSRS
muri, panéma Pinokio un, izmainot paris detalas, parveidoja
par Buratino.

A. K.: - Ko dariji 90. gadu beigads?

L. L.: - Pastradaju reklama, apguvu datoru. Tas viss noder
jaunakajiem makslas projektiem.

A. K.: - Ka vari rezumét savu attieksmi pret 90. gadiem?

L. L.: - Tas bija baigi labais laiks. Tur katru dienu notika

kaut kas radikals: péksni tas, péksni ta, péksni var to un

var ta. Ekonomiski tas bija grats laiks, bet radosi — super!

Ta apjausma par milzigas sistémas grandiozo sabrukumu

bija fantastiska. Ta tacu bija tik unikéala iespéja bat tam par
aculiecinieku. Tu padoma par tiem miljoniem, kas tika izgazti
kaut vai lai saraZzotu padomju pases. Bet péksni te viena diena
tas vairs neskaitas. Viss — beidzies!

period in the main are no longer with us, but those who have
grown up nowadays are influenced by their Soviet parents —
consequently they are just part-Soviet products anyway. Despite
the Western paraphernalia, society has and continues to have

a Soviet mentality. For example, in talking about things as if we
and the West were still divided by a great wall, as if competition
and collaboration with this part of the world isn't possible.

The same logic operates, as for the guy, who relying on the
insurmountable USSR wall, took Pinocchio and changing a few
details, turned him into Buratino.

A. K.: - What did you do at the end of the 90ies?

L. L.: - Worked in advertising, mastered the computer. It's all
useful for the newest art projects.

A. K.: - How would you sum up your attitude to the 90ies?

L. L.: - [t was a really great period. Each day some radical new
thing would take place: suddenly this, suddenly that, suddenly
one can do this and then that. Economically it was a difficult
time, but creatively — super! The realization of a massive system’s
grandiose collapse was fantastic. That was such a unique
opportunity, to be an eyewitness to it. Just think about the
millions which were wasted in producing Soviet passports. But
suddenly one day they were of no more use. All - finished!
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