TEMAS NOSAKA DZIVE

Ar Helenu DEMAKOVU sarunajas
leva ASTAHOVSKA un Solvita KRESE

THEMES ARE DETERMINED
BY LIFE

leva ASTAHOVSKA and Solvita KRESE
talk with Helena DEMAKOVA




Saruna ar vienu no letekmigakajam Latvijas lalkmetigas
makslas procesu veidotajam 90, gados, makslas zinatmieci
un politiki Helenu Demakovu izversas piezimes par laiky,
fostarp pirms un pec devindesmitajiem.

90. gados Helena Demakova aktivi darbojas ka kritike

un kuratore, veldojot daudzas verienigas un nozimigas
izstades Latvija un arpus tas, ka art publicejust daudzus
rakstus izstazu katalogos, rakstu krajumos un makslas
prese no kuriem nozimigakie apkopoti krajuma ,Citas
sarunas' (2002). Vairakus gadus bijusi Ministru
prezidenta padomniece kulturas jautajumos; no 2004, idz
2008, gadam — Latvijas Republikas Kulttras ministre

T'he interview with one of the most influential formers of
Latvias contemporary art processes in the 90s, art scholar
and politician Helena Demakova turned into a reflection on
the time and nineties comparison with the past and today.

In the 90s, Helena Demakova worked actively as a critic
and curator, creating many notable and important exhibitions
in Latvia and abroad, as well as publishing numerous
articles in exhibition catalogues, collections of writings and
in the art press, the most significant of which are collated

in Different Conversations (2002). She was the Special
Adviser to the Prime Minister on Cultural Issues for a
number of years, and from 2004 to 2008 — Minister for
Culture of the Republic of Latvia.
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IEVA ASTAHOVSKA: - 90. gadu sakuma izstazu kurators — ne
tikai ka organizators, bet ari koncepcijas raditajs, kas modelé
izstadi ka makslas darbu kopu ar noteiktu véstijumu - bija
visai jauna paradiba. Jis bijat viena no pirmajam kuratorém
Latvija, nereti par pirmo kuratora izstadi min ,Kaleni” 1990.
gada. Kads bija $is pieredzes sakums?

HELENA DEMAKOVA: - Tiem, kas bija saistiti ar makslas vidi,
kurators nebija nekads jaunums. No 1986. gada te saka braukt
un aktivi rosities vacie$i — Barbara Straka, Brigite Zonnensteine,
notika Valda Abolina pieminas izstade Valsts makslas muzeja,
izstade ,Riga — latvieSu avangards”Vacija. Kuratora vards tika
cilats un visiem atmina palika. Un izstadé ,KUlenis" nevar

runat par kadu autorskatijumu, to veidoja komanda — ari
Kristaps Gelzis, Aija Zarina ar idejam par telpas struktaru. Es
tobrid stradaju KultGras ministrija, un mans uzdevums bija
diezgan piezeméts, drizak organizatorisks un praktisks. Vel

bija Padomju Savieniba, un telpas, izstaZu zali,Latvija’ deva
Makslinieku Savieniba. Kddam bija jakarto jautajumi, jaruna

ar Dzemmu Skulmi, ar valdes locekliem, jadara iespé&jamais,

lai instalacijas vispar varétu bat izstaditas. Tas nebija tik daudz
naudas jautajums, lai gan tas, protams, art bija svarigs.

Vel tagad atceros un mazam busu pateiciga Marim Gailim un
Augustam Sukutam, kas toreiz vadija Videocentru, pie kuriem
es gaju runat par video projektoru Jura Boiko instalacijai
,Salspatéjs” Tadu naudu, kadu vajadzéja, toreiz Latvija neviens
nevaréja samaksat. Bet vini dabdja par 12 000 rubliem (ta bija
neiedomajama summal!) videoprojektoru no Maskavas!

IEVA ASTAHOVSKA: - At the beginning of the 90s, the exhibition
curator — not just as an organizer, but also as a creator of a
concep, who models the exhibition as an art work together with
a certain message — was quite a novel phenomenon. You were
one of the first curators in Latvia. Often Somersault in 1990 is
mentioned as the first curator exhibition. How did this experience
come about?

HELENA DEMAKOVA: - The “‘curator”wasn't anything novel to
those who were connected with art circles. The Germans began
to arrive and actively participated here from 1986 — Barbara
Straka and Brigitte Sonnenschein; the Valdis Abolind memorial
exhibition took place at the State Museum of Art and the Riga —
Lettische Avantgarde exhibition in Germany. The curator's name
was mentioned and everyone remembered it. And one cannot
speak of a single author’s view at the Somersault exhibition as

it was created by a team — Kristaps Gelzis and Aija Zarina, with
their ideas about the space’s structure as well. At that time |

was working in the Ministry for Culture and my assignment was
fairly basic, more organizational and practical. It was still the
Soviet Union, and the Latvija Exhibition Hall and other spaces
were provided by the Artists Union. Someone had to deal with
the issues, speak with Dzemma Skulme [Chairperson of Artists’
Union], the members of the board and had to do whatever
possible so that the installations could even be exhibited. It
wasn't so much a question of money although that too was
obviously important.

I still remember and will be eternally grateful to Maris Gailis
and Augusts Sukuts, who headed up the Videocentre at that
time and who | approached to talk about a video projector for
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Bet negribas parvertét savu lomu. Katalogu gan izdevas
uzveidot diezgan konceptualuy, ari visas sapulces ar
maksliniekiem bija raitas. Toreiz spé&jam mobilizéties, un
rezultats bija loti nopietns un ar vérienu.

I. A.: - Salidzinot 90. un 80. gadu izstades attieciba uz
kuratora lomu, jasuprat, nav batiskas atskiribas?

H. D.: - Atskiriba ir salidzinot ar musdienam. 90. gados bija
pavisam citada mediju situacija. Liela metiena iznakosa,
progresiva un lasita prese, kur bija iespéjams mérktiecigi
veidot izvérstu publisko domu, bez profanas rietumnieciskas
dzeltenas pieejas.,Diena”bija nopietns laikraksts, tas
redaktore Sarmite Elerte — progresiva attieksmé pret
laikmetigajam makslam. Bija laikraksts,Nakts”, kur rakstija
Daiga Rudzate, avizé Labrit"rakstija Péteris Bankovskis, tika
popularizétas visas jaunas tendences.

Publiskaja telpa tobrid bija labvéligi apstakli. Devindesmitie
gadi bija unikali ar to, ka socialisms un padomju cenzara bija
beigusies un kapitalisma popkultdra vél nebija iestajusies.
Tpasi lidz 1996. gadam bija unikala, labvéliga, ari ekonomiski,
situacija. Neviens neméginaja nekada veida iedzivoties.

Ja vésturiski ir izveidojusies labvéliga situacija nopietniem
projektiem, nevajag nekadu patosu, lai makslinieki varétu, ka
teica Olegs Tillbergs, pacelt lielas idejas.

Devindesmito pirmie pieci gadi bija,zelta laikmets’, pozitivu
iespéju laiks. Péc tam naca ltzums, kas atspogulojas arf maksla.

the Juris Boiko installation, Saltblower. At that time no-one in
Latvia could pay the sort of money that was required. But they
obtained a video projector from Moscow for 12 000 roubles (that
was an unthinkable amount)!

But | don't want to exaggerate my role. The catalogue was
formed fairly conceptually and all the meetings with the artists
were brief as well. At that time we were able to mobilize, and the
result was very significant and wide ranging.

I. A.: - In your opinion, in comparing the 90s and 80s exhibitions
in relation to the curator’s role, are there substantial differences?

H. D.: - There is a difference when compared with today. In the
90s, there was a completely different situation with the media. A
large circulation, a progressive and widely read press with which
it was possible to purposefully create wider public thinking
without the profane Western tabloid approach. Diena, a serious
newspaper with editor, Sarmite Elerte — had a progressive
attitude to contemporary art. There was the Nakts newspaper

in which Daiga Rudzate wrote, Péteris Bankovskis wrote in the
Labrit newspaper and all the new trends were promoted.

There were favourable conditions in the public arena at that
time. The nineties were unique in that socialism and Soviet
censorship had ceased and capitalism’s pop culture had not
yet settled in. The time, especially up to 1996, was unique and
favourable, economically as well. No-one was trying to get
wealthy at the expense of others. If a favourable situation for
serious projects had developed historically, as Olegs Tillbergs
said, no pathos is required for artists to raise great ideas.



Es tur vienkarsi gadijos pa vidu, mana vieta varéja bat jebkurs
cits. Es biju jauna un saku darboties ka kuratore nevis tapéc, ka
tas batu mans dzives aicinajums, bet tapéc, ka sadraudzéjos
ar Olegu Tillbergu un vina gimeni, un sekoju lidzi tam, ko

vins dara. Man maksla patika un es saku ar to nodarboties,

jo bija interesanti. Sakotnéji stradaju Nacionalas (toreiz Vila
Laca) bibliotékas Kultdras un mékslas zinatniskas informacijas
dala. lepazinos ar Ojaru Pétersonu, Andri BreZi. Bija draudziba,
izpalidzésana un profesionalas iemanas. Nebija ta, ka es naktu
un klastitu kadas teorétiskas platformas. Tomér toreiz man
bija daudz briva laika, kuru es pavadiju tikai un vienigi rakstot,
lasot un domajot par makslu. Ta daudzus gadus no vietas.

Izpratne par kuratora lomu radas, skiet, ap 1992. gadu,
kad izstazu zalé Latvija" veidoju lielu izstadi,Kvalitate ‘92’,

kur piedalijas Andris Breze, Leonards Laganovskis, Vilnis
Zabers un Gvido Kajons. 1993. gada jau notika |oti nopietns
teorétisks darbs pie starptautiskas izstades, Lidz-svars” Tad —
Raumas biennale un citas izstades.

Vissmagak gaja ar,Pieminekli” 1995. gada un ar izstadi
,Personigais laiks. Igaunijas, Latvijas un Lietuvas maksla.
1945-1996" kur es nopietni stradaju pie masu — latviesu
dalas, sédéju arhiva, braucu pa Latviju, pieméram, skatot
senos Leonida Arina darbus, paguvu izrunaties ar Borisu
Bérzinu. Toreiz par atlasi domaju tik smagi, ka gluZi vai acis no
pieres spraga ara. Tur nebija neka nejausa.

I. A.: - Jasu kuratores curriculum ir ari izstades drpus Latvijas?
Ka aizsakas tas?

Jura Putrama instalacija Kamikadze - propagandists izstadé Latvija - 20. gadsimta kalenis. 1940-1990. 1990.

Juris Putrams'installation Kamikaze - Propagandist at the exhibition Latvia — the 20th Century’s Somersault. 1940-1990. 1990.

The first five years of the nineties was a golden era, a time of
positive possibilities. After that came the breakdown which was
also reflected in art.

| merely happened to be in the middle of it and anyone else
could have been in my position. | was young and started
working as a curator not because that was my lifelong dream,
but because | became friends with Olegs Tillbergs and his

family and followed what he was doing. I liked art and | started
working with it because it was interesting. At first | worked at
the National (at that time — the Vilis Lacis) Library’s Culture and
Art Scientific Information Unit. | got to know Ojars Pétersons and
Andris Breze. There was friendship, we helped each other and
there was professional skill. It wasn't as if | arrived spouting some
theoretical platforms.

Still, I had a lot of free time then which | spent merely on
writing, reading and thinking about art and | did that for many
years on end.

My understanding of the role of the curator developed, | think,
around 1992, when | developed a large exhibition Quality 92,
at the Latvija Exhibition Hall in which Andris Breze, Leonards
Laganovskis, Vilnis Zabers and Gvido Kajons took part. Later,

in 1993, a very serious theoretical work took place at the
international Equi-librium exhibition and after that the Rauma
Biennale Balticum and other exhibitions.

The most difficult was Monumentin 1995 and the Personal time.
Artof Estonia, Latvia and Lithuania Art. 1945—1996 exhibition,
where | worked very hard on our Latvian part - sitting in the
archives, travelling around Latvia, for example, looking at old
works by Leonids Arins, and getting an opportunity to have a
long discussion with Boriss Bérzins. At that time | thought about
the selection so seriously that my eyes almost popped out of my
head. There was nothing unintentional there.

I. A.: - You also have exhibitions outside of Latvia in your curator’s
curriculum. How did they begin?

TEMAS NOSAKA DZIVE 411



H. D.: - Pirmsakumos lieli nopelni bija vacu politikim Bjernam
Engholmam, vina vizija radija,Ars Baltica” 1987. gada, un

art paréjais attistijas caur to. Kontakti radas caur vairakam
paralélam kustibam. Viens bija NGBK' — Brigite Zonnensteine,
Barbara Straka, Valdis Aboling. Citi kontakti izveidojas caur
Sorosa makslas centru — ar Horvatiju, ar Ameriku. Sakam
braukt un rikot izstades. Pirmo naudu Rietumos es nopelniju
1990. gada izstadé ,Radars” Somija. Es tur organizéju
simpoziju, Ojars Pétersons bavéja instalaciju -, Tiltu".

1994. gada es pusgadu dzivoju Berliné un stradaju pie
koncepta Raumas biennalei,Sapnis vasaras nakti” (vispar
paraléla dzive Berliné un Riga man ilga vismaz gadus cetrus).
Tas nebija patoss kaut ko véstit pasaulei, bet kartigi visu
izdomat. Varb(t tas ir latviesa darba tikums — ja kaut ko darit,
tad izdarit kartigi.

I. A.: - Vai tiesam jusu rikotajds izstadés jusu ka kuratores
autorskatijums nespéléja nekadu lomu?

H. D.: - Motivacija bija pilnigi cita. Viena no vérienigakajam
izstadem, kada Latvija ir bijusi,,Piemineklis’, to piespéléja

pati dzive. Bija mainijusies iekarta, pieminek|us néma nost,
to vieta bija tukSums. Bija pédéjais bridis kaut kam tadam,
juku laiki un vél nebija nekadu regulé&jumu. Visi makslas darbi

1. Neue Gesellschaft fiir Bildende Kunst — Jauna télotajmakslas biedriba,
sadarbiba ar kuru tapa tadas izstades ka,Riga — latviesu avangards"Vacija
1988.un 1989. gada un ,Interferences. Rietumberlines maksla 1960-1990"
Riga 1991. gada

H. D.: - The German politician, Bjérn Engholm must take a lot of
credit for these beginnings. His vision created Ars Baltica in 1987
and the rest of them also developed through that. Contacts
were developed through a number of parallel movements. One
was NGBK' - Brigite Sonnenschein, Barbara Straka and Valdis
Abolins. Other contacts developed through the Soros Art Centre
— with Croatia and America. We started travelling and organizing
exhibitions. | made my first money in the West in 1990 at the
Radar exhibition in Finland. | organized a symposium there and
Ojars Pétersons built the Bridge installation.

In 1994, | lived in Berlin for six months (overall my parallel life

in Berlin and Riga lasted at least four years) and worked on the
Rauma Biennale Balticum concept A Midsummer Night's Dream.
That wasn't pathos, sending a message to the world, but to work
it out thoroughly. Maybe that’s the Latvian work ethic - if you're
going to do something, do it properly.

I. A.: - Is it really true that at exhibitions organized by you, your
vision as the curator doesn't play any role?

H. D.: - My motivation was something else completely. In one

of the most important exhibitions that has taken place in Latvia,
Monument, life itself provided it. The system had been changed,
monuments were being removed and there was a vacuum in its
place. It was the final moment for something like this, a chaotic
time and there still weren't any regulations. All of the art works
were in central locations. Nothing like that would be permitted in

1. Neue Gesellschaft fir Bildende Kunst, in collaboration with which such
exhibitions as Riga - Lettische Avantgarde in Germany in 1988 and 1989
and Interferenzen. West Berlin Art. 1960-1990 in Riga in 1991 took place.
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bija centralas vietas, nekur Rietumos ko tadu nelautu, art
Latvija tagad nelautu uzlikt tramvaju vertikali tikai ar trosem.
Kad Olegs Tillbergs stavéja zem lidmasinas, ko apgrieza ar
riteniem gaisa, nebija nekadas darba drosibas sistémas. Kad
es péc tam jautaju, kas notiktuy, ja ta lidmasina kristu, vins
atbildéja:,Butu makslas upuris..” Ja esi atvérts, doma, lasi, tad
koncepcija izaug pati no sevis. ArT,Pieminekli” teorétiskais
pamatojums naca péc tam.

Bet nevajag neko mitologizét. Es nepiekritu tiem, kas
saka — visi bija pret nospiedumiem publiskaja telpa. Tagad

Erika Boza instalacija Vietgjam sarunam izstadé Piemineklis Rigas pilsétvide. 1995.
Eriks Bozis'installation For Local Calls at the exhibition Monument in the Riga city space. 1995.

the West. One wouldn't be allowed to put a tram on its end with
only its cables in Latvia nowadays either. When Olegs Tillbergs
stood under a plane which was turned upside down with its
wheels in the air, there weren't any work safety regulations.
Afterwards when | asked him what would have happened if the
plane had fallen, he replied: "l would have been a victim of art..

If you are open, think, read, then the concept grows of its own
accord. The theoretical basis came afterwards in Monument as well.

But nothing should be mythologized. | don't agree with those
who say — everyone was against imprints in the public space.
Nowadays only publications are analyzed and not, for example,



péta tikai publikacijas, nevis, pieméram, televizijas un radio
raidijumus, kur bija pozitiva reakcija. Pastaigajoties ar suni gar
,Pieminekl|a” objektiem - pie Erika BoZa telefonbadam, pie
Gata Blunava,Tramvajkoka”— es klausijos, ko cilvéki runa. Visi
bija |oti pozitivi noskanoti, atvérti un ieintereséti.

Vienigais, atminos to ritu, kad saka stradat celamkrani.
Septinos no rita stavéju Rigas vida, dazadas pilsétas vietas
stradaja septini lielie Ubak celamkrani — céla Olega Tillberga
lidmasinu, Karla Alaina,Kolonnu’, Gata Blunava ,Tramvajkoku”
un citus darbus. Teicu sev:, Arprats, kadé| vajag tik lielu
vérienu?”Laikam vajag... Tomér vajag. Maksla, arhitektQra,
dzivé. Toreiz més arf bijam laba komanda, mani asistenti
,Pieminekli” bija Ivars Runkovskis, Solvita Krese, Iveta Boiko.

I. A.: - Publika laikmetigo makslu uztvéra atsaucigi, jisuprat.

H. D.: - Nav tadas,publikas”. Juris Boiko 90. gadu sakuma
zurnala,Maksla”bija publicgjis izcilu rakstu par to, ka nav
nekadas publikas — ir individuali skatitaji, kas iet uz izstadi
un kurus ta uzruna. Abstrakta publika nepastav, tas ir tikai
marketinga jédziens, kam nav nekada sakara ar nopietnu
makslas uztveri. Tie, kas gribéja, izlauzas cauri profanam
troksnim. Vienalga, vai ta bija,Literatlra un Maksla’,,Diena’,
,Labrit”vai,Nakts”— bez kddam sensacijam veidojas noteikta
gaisotne.

SOLVITA KRESE: - Tobrid ka aktivs kurators ar izteiktu
autorskatijumu darbojas Ivars Runkovskis.

Dmitrija Gutova instalacija bez nosaukuma (He cnokotiHo y meHs Ha dyuwie) izstadé Piemineklis. 1995.

Dmitry Gutov installation without title (He cnokoliHo y meHa Ha Oyuie) at the exhibition Monument. 1995.

television and radio broadcasts, where there was a positive
reaction. Walking the dog past the Monument objects - the
telephone booths by Eriks Bozis, Gatis Blunavs' Tramtree — |
listened to what people were discussing. They were all very
positively disposed, open and interested.

But, I do recall that morning when the cranes began to operate.
At seven o'’clock in the morning | was standing in the middle of
Riga; in various parts of the city seven large Ubak cranes were
working - lifting Olegs Tillbergs'aeroplane, Karlis Alainis' Column,
Gatis Blunavs' Tram Tree and other works. And | said to myself:
“Crazy, why do we need such a huge scope?”Probably we do...
We certainly do —in art, in architecture, and in life. At that time
we were also a great team, my assistants for Monument were
Ivars Runkovskis, Solvita Krese and Iveta Boiko.

I. A.: - In your opinion the public perception of contemporary art
was sympathetic.

H. D.: - There isn't a “public”as such. At the beginning of the

90s, Juris Boiko published an outstanding article in the Mdksla
magazine about the fact that there is no such thing as a “public”
- there are individual viewers who go to an exhibition and

who are addressed by it. An abstract “public” does not exist. It is
only a marketing concept, which has no connection with the
perception of serious art. Those who wanted, broke through the
profane noise. No matter whether it was newspapers Literatira
un Maksla, Diena, Labrit or Nakts — a certain atmosphere formed
without any sensationalism.

SOLVITA KRESE: - At that time Ivars Runkovskis worked as an
active curator with a certain vision.
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H. D.: - Vin$ pats darbojas ka makslinieks. Ojar, jas kopa taisijat
makslas akciju,Ep!"!

OJARS PETERSONS: - Ta ideja un koncepts bija mans sens
sapnis: uzaicinat maksliniekus radit tirazétus grafikas darbus
un atklat identiskas izstades viena diend un viena laika

visas Latvijas pilsétas. Izstadi més kopa ar Ivaru Runkovski
atklajam pa radio. Valsts limena performance. Péc izstades
kolekcijas uzdavinaja vietgjiem kultdras centriem, skolam un
bibliotekam.

I. A.: - Tobrid ta bija jauna pieredze — ka izstade pati var klat
par makslas darbu?

H. D.: - Tas ir apSaubams koncepts.

I. A.: - Latvija jauni makslas izstazu formati paradijas,
pieméram, gadskartéjas Sorosa musdienu makslas centra
izstades.

H. D.: - Nedomaju, ka to izstazu formats bija jaunaks neka
,Kalent"vai viena no, manuprat, labakajam izstadem —
Arzemiju valsts makslas muzeja 1987. gada, ko rikoja Ojars
Pétersons. Vai izstade Skiltera muzeja 1985. gada, ko nelava
atklat, kura bija Ojara instalacija,Jura” Tas bija kas pilnigi jauns,
kad Olegs Tillbergs 1987. gada Republikas Jauno makslinieku
izstadeé izstazu zalé Latvija" betonéja lidmasinu sparnus.

Papladinasanas, jauna eksponésana, milzigas iestrades
notika 80. gadu otraja puseé. Izstade ,Daba. Vide. Cilvéks" bija
jau 1984. gada. Makslas dienas notika tik daudz kas, Olegs

Izstades Personigais laiks. Maksla no Igaunijas, Latvijas un Lietuvas. 1945-1996 atklasana Muasdienu makslas galerija Zacheta Varsava. Fona Aijas Zarinas glezna. 1996.

Exhibition Personal Time. Art of Estonia, Latvia and Lithuania 1945-1996 opening in Zacheta Gallery of Contemporary Art in Warsaw. In the background
Aija Zarinas painting. 1996.

H. D.: - He worked as an artist himself. Ojar, you created the art
campaign Ep! together!

OJARS PETERSONS: - The idea and concept had been a dream
of mine long ago: to invite artists to create printed graphic
works and to open identical exhibitions at the same time on
the same day in all of the cities in Latvia. Together with Ivars
Runkovskis, we opened the exhibition on the radio. A national
level performance. After the exhibitions the collections were
presented to local cultural centres, schools and libraries.

I. A.: - At that time that was a new approach - that the exhibition
itself could become a work of art?

H. D.: - That's a questionable concept.
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I. A.: - In Latvia new art exhibition formats appeared, for
example, at the annual Soros Centre for Contemporary Art
exhibitions.

H. D.: - | don't think that those exhibition formats were newer
than Somersault or, to my mind, one of the best exhibitions — at
the Foreign Art Museum in 1987, which was organized by Ojars
Pétersons, or the exhibition at the Skilters Museum in 1985,
which wasn't allowed to be opened, and which contained Ojars’
installation Sea. That was something completely new when
Olegs Tillbergs concreted aeroplane wings in the Republic’s
Young Artists Exhibition at the Latvija exhibition hall in 1987.

In the second half of the 80's, an expansion, new demonstrations
and huge works took place. Nature. Environment. Man exhibition



Tillbergs, Sarmite Malina un Sergejs Davidovs Filharmonijas
skveéra taisija akciju baros. Ojars Pétersons, Andris Breze
izstadija darbus dzelzcela stacijas tuneli.

Devindesmitajos gados jau bija uzkrata jauda, saka kaut ko
drukat normala kvalitate, pieméram, galerija,Ciris” izdeva
skaistus katalogus. Tad ari paradijas privata nauda, kuras
astondesmitajos nebija. Més dabujam naudu gan no Laventa,
gan no Krisberga,Auseklisa’, izstadei,Forma Antropologica”
Talling, atceros, ka kopa ar Andreju Kaufmani nesam to

mana |étaja dermantina koferiti. Toreiz més trisreiz ar Olega
multikaru braucam uz Tallinu un visa nauda izgaja degvielai.
Ar,Auseklisa” naudu nepietika, un es dariju to, ko musdienas
kuratori nedara — izmainiju savas simts vacu markas (toreiz vél
bija milziga valGtas starpiba), lai finansétu izstadi.

1993. gada nodibinaja Sorosa makslas centru, kur bija
papildus finanséjums. Bet ar to nemainijas vériens, drizak
mainijas naudas aprite.

I. A.: - Vel par makslas interpretaciju — Jas esat rakstijusi par
Latvijas laikmetigas makslas attistibu, atsaucoties uz tris
konceptuadlistu paaudzem. Kapéc tiesi konceptualisms jums
Skiet piemérotakais apziméejums?

H. D.: - Tam bija daudzi praktiski iemesli. Pati dzive mainijas.
Astondesmitajos maksliniekiem bija platibas, pieméram,
bija Kuznecova darbnica, milzigas telpas, ists Siks! Vini tur
varéja taisit makslu uz vietas un péc tam kaut kur izstadit

took place in 1984. All sorts of things took place at the Art Days.
Olegs Tillbergs, Sarmite Malina and Sergejs Davidovs did a
campaign in Filharmonija Square in cages. Ojars Pétersons and
Andris Breze exhibited works in the railway station tunnel.

In the nineties some capacity had already been built up and
reasonable quality printing was becoming available. For
example, the Ciris Gallery issued beautiful catalogues. Private
finance also appeared which didn't exist in the eighties. We
received money from both Lavents and from Krisbergs' Ausekiitis
[entreprneurs active in the 1990s who were later jailed for major
fraud)] for the Forma Anthropologica exhibition in Tallinn. | can
remember how, together with art historian Andrejs Kaufmanis,
we carried it in my cheap leatherette suitcase. At that time,
together with Olegs, we drove to Tallinn three times in his
Multicar and all the money went into fuel. The Auseklitis money
was not enough and | did what no curator nowadays would do
- I changed my hundred Deutschmarks (At that time there was a
huge currency difference), to finance the exhibition.

In 1993, the Soros Centre for Art was established and there was
additional funding there. But with that the scope didn't change,
rather the circulation of money changed.

I. A.: - More on the interpretation of art — You've written about
the development of Latvia’s contemporary art, referring to
three generations of conceptualists. Why does conceptualism
specifically, seem to you to be the most suitable description?

H. D.: - There were a lot of practical reasons for that. Life itself
changed. In the eighties artists had wide spaces, for example

vai aizvest, pieméram, uz Berlini. Tad laiki mainijas, viss saka
maksat bargu naudu. Darbnicas likvidéja, izstazu zale Latvija”
tika slégta, izstadisanas iespéjas mazinajas. Maksliniekam ir
jaizdzivo, un vins$ pielagojas - taisa konceptualo makslu uz
vietas. Izstadé Valsts" kurators Ivars Runkovskis pasludinaja
Rundales pili par makslas norises vietu. Pedvale neradas
astondesmito gadu beigas, bet devindesmito sakuma.

Praktiskais aspekts ir |oti svarigs. Témas nosaka dzive.
Kontekstualais rodas no ekonomiskas situacijas. 90. gadu
sakuma ienaca reklamas — |oti 1sa laika mainijas prese, radio,
televizija. Makslinieki reagéja uz publisko telpu, kas bija
mainijusies globalajos apstaklos, mainijas témas. Kad ienaca
tadi makslinieki k& Gints Gabrans, Barbara Gaile, pati dzives
telpa kluva par makslas darba sastavdalu. Tresa paaudze, liela
méra akadémijas Vizualas komunikacijas nodalas beidzéji,
nodarbojas ar vizualo komunikaciju, nevis mekléjumiem pasa
maksla. Naca jaunas tehnologijas, mediju sistéma, reklamas
tirgus. Noskirumi ir skaidri. Kdpéc Olegs Tillbergs nedarbojas
ka Girts Korps? Jo ta nav vina dzives fundamentala pieredze.

there was the Kuznecovs workshop, huge spaces, really chic!
They could create art there on the spot and afterwards exhibit it
or take it elsewhere, for example to Berlin. Then times changed
and everything started to cost a lot of money. Studios were done
away with,

The Latvija exhibition hall was closed and the opportunities to
exhibit diminished. Artists have to live and they adapt — they
create conceptual art on the spot. At the State exhibition, curator
Ivars Runkovskis declared Rundale Palace as the art venue.
Pedvale was not developed at the end of the eighties but at the
beginning of the nineties.

The practical aspect is very important. Themes determine life.
The contextual arises from the economic situation. At the
beginning of the 90s advertising arrived — the press, radio and
television changed in a very short time. Artists reacted to the
public space which had changed due to global circumstances,
themes changed. When artists like Gints Gabrans and Barbara
Muizniece (Gaile) came onto the scene, the living space itself
became a part of the art work. The third generation, mainly
graduates of the Academy’s Visual Communication Department,
were occupied in visual communication, not for the search in art
itself. New technologies, the media system and the advertising
market arrived. The distinctions are clear. Why doesn't Olegs
Tillbergs work like Girts Korps? Because that’s not his life’s
fundamental experience.
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