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Meginot definet lokalos latkmetigas makslas procesus,
makslas zinatnieki ir ieviesust daljumu konceptualas
makslas paaudzes, pie otras paaudzes pieskaitot
maksliniekus, kas, vel nebeigusi akademijy, izstades saka
piedaltties 90. gadu vidu — Gintu Gabranu, Mikeli Fisery,
Andrt Fridbergu, Jani Vinkeli. Atskiriba no vecako kolegu
asoclativas un metaforas balstitas makslas vini darbojas

ar provokafivam un komunikativam nozimem. [zmantotais
instrumentarijs un konceptualas asis bija dazadi — vesfjuma
akcentésana, realitates simulacija val pieversanas uztveres
problematikal tomer ka vienojosu lezimi vinu darbos var
leraudzit interesi par jautajumiem — kas ir maksla un ar ko
fa atskiras no realitates.

In trying to define the local contemporary art processes,
art scholars have introduced the distinction ‘conceptual” art
generations, counting artists who began to participate in
exhibitions in the mid 90s without having graduated from
the Academy — Gints Gabrans, Mikelis Fisers, Andris
Fridbergs and Janis Vinkelis in the second generation,
T'hey worked with provocative and communicative
messages as opposed to their older colleagues associative
and metaphor based art. The set of instruments and
conceptual axes used were different — the accenting of the
message, the simulation of reality or turning to the problems
of perception. However, as a unifying feature in their work,
one can see the inferest in questions like — what is art and
with what does 1t differ rom reality,
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SOLVITA KRESE: - Jus maksla ienacat devindesmito pirmaja
pusé —vidu, kad iepriekséja laikmetigds mékslas paaudze
piedzivoja starptautisku izstazu zenitu. Jis nacat ar citadu
attieksmi un atskirigu makslas valodu.

MIKELIS FISERS: - Bija mUsdienu, moderna maksla, un bija
domas par to, ka k|ut slaveniem. Gabrans ar Fridbergu jau
bija piedalijusies pirmaja Sorosa makslas centra, més ar Jani
Vinkeli arT grib&jam. Gints ms macija, ka to darit: iesniedzot
projektu, pirmkart, visu izdrukat, un, otrkart, nopirkt
plastmasas vacinus (kas toreiz bija pilnigs jaunums) un salikt
tajos katru lapu. Ta noforméjot, jebkas aiziesot. Jocigakais, ka
tiesam ta arT notika. Liels paldies tev, Gint, par padomul!

ERIKS BOZIS: - Var jau to saukt par jauno konjunktdru.
Bet... taja visa paradijas sajdta, ka kaut kas ir pa istam.

Salidzinot — padomju laika valsts izlikas, ka maksa,

un cilvéki izlikas, ka strada, un tapat ari studenti izlikas,
ka macas, bet devindesmitajos kaut kas mainijas.

Es atceros, ka izstadé Valsts” Gints taisfja savu darbu
,Smékéel Nesméké!” un vesela kompanija naca palidzét pakot
izsmeékus un [imét posterus.

Mani taja laika intereséja fotografija. Es diezgan vélu

attapos, ka ir klikskis uz makslu, un jau ka nobriedis cilvéks
saku studét Liepajas Lietiskas makslas vidusskola, un péc
tam turpat arf stradaju par pasniedzéju. Pirma Sorosa izstade
jau bija notikusi, biju par to lasijis, Literatdra un Maksla’,

tas likas tik interesanti. K& par brinumu, uz ndkamo izstadi
pienéma ari manu darbu, Taja caur palielinamo stiklu bija
redzama izstazu zale ar kajam gaisa. Tas bija mans vienigais
mesidza darbs, mani bija iespaidojis stasts par Asizes

Ginta Gabrana darbs Smékeé! Nesméke! izstadé Valsts. 1994.
Gints Gabran's work Smoke! Don't Smoke! in the exhibition State. 1994.

SOLVITA KRESE: - You came into art in the first half of, or in, the
mid nineties — when the previous contemporary art generation
had experienced an international exhibition zenith. You came
with a different attitude and a different art language.

MIKELIS FISERS: - There was contemporary modern art, and
there were thoughts about how we could become famous.
Gabrans and Fridbergs had already participated in the first Soros
Centre for Contemporary Arts exhibition and Janis Vinkelis and |
wanted to as well. Gints taught us how to do it: in submitting a
project, firstly print it all and secondly buy plastic covers (which
were something completely new then) and put each page

in them. By doing it in this way, anything would get through.
Funniest thing is that it really did happen. Thank you for the
suggestion, Gint!

ERIKS BOZIS: - One could call that a new conjuncture. But...
in all of that, the feeling came that it's something for real. In
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comparison — in Soviet times, the state pretended to pay
people and the people pretended to work, and in the same way
students also pretended to study, but in the nineties something
changed. I remember how at the State exhibition, Gints was
constructing his work Smoke! Don't Smoke!, and a whole group
came to help pack butts and to stick up posters.

I was interested in photography at the time. | realized quite
late that I had a liking for art, and | commenced studies

at Liepaja Applied Arts Secondary School as an adult, and
afterwards kept working there as a lecturer. The first Soros
exhibition had already taken place, and I'd read about it in
Literatdra un Maksla, and it sounded so interesting. Surprisingly,
they also accepted my work for the next exhibition. In it,

one could see the exhibition hall upside down through a
magnifying glass. That was my only message work. | had been
influenced by the story about Francis of Assisi, who having
lived his life, stood on his head to state — look at the world in



Francisku, kurs, mdzu nodzivojis, nostajas uz galvas, lai
pateiktu — apskatieties uz pasauli otradil Es biju satraucies,
likas, ka makslinieki apvainosies, ka vinu darbi redzami
acgarni. Bet atklasana man naca klat un teica, ka neesot
pamanijusi mani akadémija, uz ko es atbildéju, ka neesmu
pat grasijies tur staties.

S. K.: - Tu neesi izjutis attieksmi, ka nepiederi akademiju
beigusajiem?

E. B.: - Kadreiz minéja, ka makslinieki bez akadémijas izglitibas
iriznémumes, kas pierada likumsakaribu, ka akadémija ir
jabeidz. Es ignoréju to standartu.

S. K.: - Jusu kompanijai, kas sakat darboties maksla, -
Mikelim Fiseram, Gintam Gabranam, Janim Vinkelim un

Andrim Fridbergam - pirmais kopigais uznaciens bija izstade
,Dzives kultara” 1994. gada.

M. F.: - Més nebijam viena kompanija, bet kluvam,
gatavojoties,Dzives kultdrai”un péc tam uzreiz izstadei
Valsts” Atklasanas bija rinda cita aiz citas, saviesiga kultara, ko
péc tam aprakstija avizé,Nakts"

S. K.: - Jums visiem bija izstades ari galerija ,,M6”.

M. F.: -,M6"ka galerija gan nobaléja pret to, kas notika
nakamaja telpa. Izstades tur bija parak dazadas, bija labas,
sliktas un ari nekadas izstades.

Man tur bija izstade ,Sex’n Spaceships”, gleznas ultravioleta
gaisma, kur atklasana didzejs Janis Krauklis atskanoja reivu,
tas bija kaut kas pilnigi jauns.

Erika Boza instalacija Distance izstadé Valsts. 1994.

Eriks Bozis installation Distance in the exhibition State. 1994,

another way! | was worried, as | thought the other artists would
be upset that their works would be seen upside down. But at
the opening they came up to me and told me that they hadn't
noticed me at the Academy, to which I replied, that | hadn't
even considered applying..

s. K.: - Haven't you felt an attitude that you don't belong from
those who have finished the Academy?

E. B.: - [t was sometimes mentioned that an artist without an
Academy education was the exception, which proved the rule
that the Academy should be finished. | ignored that standard.

s. K.: - Your compatriots who started working in art — Mikelis Fisers,
Gints Gabrans, Janis Vinkelis and Andris Fridbergs — had their first
entrance together in the Culture of Life exhibition in 1994.

M. F.: - We weren't all one group, but became one while
preparing for Culture of Life and immediately afterwards at the

State exhibition. The openings were one after the other in a
row, a social culture which was written up afterwards in the
Nakts newspaper.

s. K.: - You all also had exhibitions at the M6 Gallery.

M. F.: - M6, as a gallery, pales in comparison with that which
happened in the next building. Exhibitions there were rather
varied, and there were good, bad and nothing’ exhibitions.

I'had my Sex’n Spaceships exhibition there with paintings in
ultraviolet light, where DJ Janis Krauklis played rave music at the
opening. That was something completely new.

There was also an exhibition!, where there was another work,
which | think was very significant. At the Museum for the History
of Medicine there is an exhibit from the fifties —

1. New artists projects exhibition House for the Biennale ArtGenda ‘96 in Riga.
Curator Inga Steimane.
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Tur bija ari izstade,' kur bija vél viens darbs, kas man pasam E. B.: - Par paaudzém un attieksmi man ir piemérs. Stokholma

liekas loti nozimigs. Medicinas véstures muzeja ir eksponats ,Moderna Museet” atklasanas izstadé es biju izstadijis

no piecdesmitajiem gadiem — liels vilku suns, kuram palielinato telefonbldu, ko péc izstades beigam vajadzéja
pieaudzéts klat mazins sunitis. Zinatnisks eksperiments. vest atpakal. Andrim Fridbergam bija busing, un ving piekrita
Zinatnieki gribéja izmédginat, vai divi sunisi spéj dzivot braukt uz Stokholmu. Més tur uztaisijam bildi, kas apspéléja
ar vienu sirdi. Tur ir arf smalks apraksts par operaciju, ari, citu bildi - 90. gadu sakuma izstazu laika viena kataloga

ka tie suni jukusi prata. Bezjédzigi, drausmigi cietsirdigi
eksperimenti. Tapéc es to darbu radiju.

IEVA ASTAHOVSKA: - 90. gadu laikmetigas makslas aina
sadalas. Paaudze pirms jums spécigi ietekméja un pat
mainija makslas valodu, bet reizé ari balstijas noteiktas
veértibas. Jus iendcat ar kaut ko pilnigi citadu.

M. F.: - To jau es gribu teikt: més bijam tie, kas lauza ilggadéjo
attieksmil

E. B.: - Atskiribu varéja redzét ari pirmajas Sorosa izstadés —
iepriekséjas paaudzes maksliniekiem naca lidzi interese un
prieks par materialu, vini nevaréja izkapt” no estétikas.

M. F.: - Es atceros, tas laikam bija kafejnica,M6", kad Kristaps
Gelzis ar spozam acim ienaca un teica — es visiem gribu sacTt,
ka vaskadrana bus mans materials!

Bet viniem viss vienmeér bija tehniski lieliski izpildits, un no

ta es macijos. Bet mums, nakamai paaudzei, materials bija
sekundara lieta, piemérotu / nepiemérotu risinajumu veids.

Olegs Tillbergs un Ojars Pétersons Stokholma 1991. gada. Fotografija publicéta Baltijas-
Ziemelvalstu masdienu makslas izstades Lidz-svars kataloga. 1993.

Olegs Tillbergs and Ojars Pétersons in Stockholm, 1991. Photo published in the Baltic-Nordic
contemporary art exhibition catalogue Equi-librium. 1993.

1. Jauno makslinieku projektu izstade “Maja” biennalei, ArtGenda 96" Riga.
Kuratore Inga Steimane.

a large wolfhound with a little dog grown onto it. A scientific
experiment. Scientists wanted to try out if two dogs were able to
live with one heart. There is also a fine write up of the operation,
and how the dogs lost their minds. Pointless, terribly cold-
hearted experiments. That's why | created that work.

IEVA ASTAHOVSKA: - The 90s contemporary art picture is split.
The generation before you powerfully influenced and even
changed art language, but at the same time was also based on
certain values. You came in with something completely different.

M. F.: - That's what | want to say: we were the ones who broke
the attitude of many years!

E. B.: - One could see the difference in the first Soros exhibitions
as well - the previous generation’s artists carried an interest and y :
pleasure about the material; they couldn't “remove themselves” sar S : Llssra il

from aesthetics. Eriks Bozis un Andris Fridbergs Stokholma péc izstades Moderna Museet Project. 1998.
Eriks Bozis and Andris Fridbergs in Stockholm after exhibition Moderna Museet Project. 1998.

M. F.: - | remember, it might have been at the M6 coffee-bar,
when Kristaps Gelzis came in bright eyed and said — | want to tell
everyone that oilcloth will be my material!

But they always had everything technically brilliantly finished,
and | learnt from that. But for us, the next generation, material

was a secondary thing, a suitable/unsuitable solution. there, which was a take on another picture — at the beginning

of the 90s during an exhibition, there was a full spread

E. B.: - | have an example about generations and attitude. In photograph in one catalogue, where Olegs Tillbergs and Ojars
Stockholm at the Moderna Museet opening exhibition, | had Pétersons were standing on Stockholm’s central pedestrian mall.
exhibited an enlarged telephone booth, which had to be In the middle of the catalogue, as an art fact — Latvian artists
transported back after the exhibition. Andris Fridbergs had a exhibiting abroad. The border had only just disappeared, and
bus and he agreed to travel to Stockholm. We took a picture the insertion of such a picture was really something. Then we
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pilnd atvéruma bija fotografija, kur Olegs Tillbergs ar Ojaru
Pétersonu stav uz Stokholmas centralas gajéju ielas. Kataloga
vida ka makslas fakts — latviesu makslinieki izstadas arzemés.
Robeza bija tikko izzudusi, un ielikt tadu bildi bija kaut kas.
Tad més uztaisijam tas,kopiju’, tikai ar mani un Fridbergu —
tas jau bija 1998. gads, un tas likas baigi jautri.

Latvijas maksla darbojas desmit gadu cikls. 80. gadu beigas,

90. sakuma zvaigznes bija Gelza, Tillberga paaudze. 90. gadu
pirmaja pusé paradijamies més. Nakamais spilgtais gajiens ir
vizkoms [Makslas akadémijas Vizualas komunikacijas nodalas

beidzgji]. Loks ir apméram desmit gadi.

GINTS GABRANS: - Runasana par paaudzém makslas zina
neattaisno. Ir viens izlaidums, un péc paris gadiem atkal ir
jauna paaudze. Drizak jautajums ir par to, kas pieslédzas
pie nakama informacijas lauka. Tur tiesam var bt dazadas
paaudzes. Ir ari tadas jaunas paaudzes, kas divdesmit gados
liekas vecaki par vecajiem profesoriem.

S. K.: - lepriekséjai paaudzei stasti par 90. gadu sakumu
saistas ar pacéluma sajatu — maris nojaukts, izstades

Mikelis Fisers, Janis Vinkelis. Instalacija — realitates Sovs Alvils Indriksons izstadé Valsts. 1994.
Mikelis Fisers, Janis Vinkelis. Installation — reality show Alvils Indriksons in the exhibition State. 1994.

made its “copy’, only with me and Fridbergs — that was already
1998 and it seemed very funny.

Latvian art operates in ten year cycles. At the end of the 80's
and beginning of the 90s the stars were Gelzis'and Tillbergs'
generation. In the first years of the 90s we appeared. The
next bright sparks were graduates of Department of Visual
Communication. The cycle is about ten years.

GINTS GABRANS: - Discussions about generations in art are
not really correct. There's one graduating group and after a
few years, there is a new generation again. The question is
really about who locks into the new field of information. There
really could be varying generations. There are also some new
generations, who at the age of twenty seem older than their
old professors.

s. K.: - The previous generation’s stories about the beginning of
the 90s is associated with a feeling of upheaval - the wall had
been knocked down, there were exhibitions abroad, hopes for
an international career and the market as well. In the middle of

drzemeés, ceribas uz starptautisku karjeru, ari tirgu.
Devindesmito vidu naca vilsands, starptautiskds intereses
vilnis beidzas. Jusu paaudze, liekas, ienaca ar lielaku
realitates sajatu. Bet drosi vien ari jums bija ildzijas?

M. F.: - Isti jau nebija. Kad nebija pie $prices, nebija ari ipasu
il0ziju. Izmalas pa galerijam un saprata shému, ka jastrada - ja
gribi bat galerijas makslinieks, visu laiku jarazo.

I. A.: - Bija skaidri noteikumi?

G. G.: - Nebija tik skaidri, bet saprata, ka vislabak aiziet tas,
kurs ir pirmais. Varétu gleznot ka Pikaso, bet Pikaso jau bija
pirmais. Mums bija skaidrs, ka més neesam pirmie, ka tie

ir aizbraukusi uz Berlini, Nujorku, Skandinaviju un ta talak.
Nebija ekspektaciju, lidz ar to arT nebija vilsanas. Nebija jau art
tada vilna. Tas, kas vieniem bija vilnis, mums bija vairak tada
smiesanas.

M. F.: - Bet likas tomér, ka kaut ko vajag izdarit pirmajiem —
més ar Jani Vinkeli izstadé Valsts” uztaisijam pirmo realitates
Sovu —,Alvils Indriksons’, kur visu izstades laiku zem kameram
dzivoja dzivs cilvéks.

the nineties came a let-down, the wave of international interest
finished. It seems your generation came in with a stronger feeling
of reality. But you probably had illusions as well, didn't you?

M. F.: - Not really. When you're not at the top, there are not a lot
of illusions. You did the rounds of the galleries and understood
how it works — if you want to be a gallery artist, you must keep
producing all the time.

I. A.: - Were there clear rules?

G. G.: - It wasn't that clear, but one understood that if you were
first, your work sold. You could paint like Picasso, but Picasso was
first. We were clear that we weren't the first and that they'd gone
off to Berlin, New York, Scandinavia and so on. There weren't any
expectations and therefore there weren't any disappointments.
There wasn't any wave either. What was a wave to them, for us
was more of a laugh.

M. F.: - But it still seemed that we should achieve something
first —Janis Vinkelis and | made the first reality show at the State
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S. K.: - Tas vilnis — izstades Eiropd, interese par Latvijas
makslu un ilazijas par vietu pasaules makslas vesturé —
driz vien noplaka.

M. F.: - Bet tie makslinieki sapirka majas laukos. Es ari gribétu
pardot gleznu un nopirkt maju. Nesanak.

lepriekséjai makslinieku paaudzei pilsoniskais aspekts tapat
ka tas, ko runajam par materialu un faktdru, naca lidzi. Par
tam lauku majam bija pierakstiti zurnali un avizes. Tas bija
loti pamanams un uzdzina jautribu, jo mums nevajadzéja
nekadas lauku majas vai lielas darbnicas. Mums bija tada
,sienadzu kultdra”— kamér nav biezi, tikmér pa zalaju. Kaut
kur zemapzina bija uzstadijums par mazo pasaules galu
2000. gada, tapéc ari bija,sienazu kultdra” Kad 2000. gads
pienaca, tad arf domaja, ko darit un k& dzivot talak.

Mikelis Fisers, gleznojot darbu Sex'n Spaceships. 1995.

I. A.: - Tapéc tavos darbos bija tik daudz citplanétiesu un
apokalipses?

M. F.: - Protams. Es godigi centos tas témas reflektét.

I. A.: - Jau tika pieminéts, ka ar Sorosa makslas centru ieviesas
tas, ko tagad sauc par konjunktdru - noteikta institucionala
aprite, noteikumi, makslas valoda. Devindesmito vidi
paradijas ari citas iniciativas un organizacijas - ,Open’;
E-LAB. Vai to uztvéra ka alternativu?

M. F.: - Cik varéja ko alternativu iedomaties, tik ari tas bija.
Jau tas, ka maksla nenotika izstazu zalé, bet ripnica.,Open”
tika integréta subkultara, kas driz gan vairs nebija nekada
subkultdra. Es Tsti nevaru to no malas komentét, jo pats
piedalijos,Open” pasdkumu rikosana. Pirms tam es stradaju

Mikelis Fisers, while painting his work Sex'’n Spaceships. 1995.

exhibition — Alvils Indriksons, where all during the exhibition a
person lived under the cameras.

s. K.: - That wave — exhibitions in Europe, interest in Latvia’s art
and illusions about a place in world art history - waned soon
enough.

M. F.: - But those artists bought houses in the countryside. I'd

also like to sell a painting and buy a house. Just doesn't happen.

For the previous artist generation, the bourgeois aspect, the
same as what we talked about material and finish, came

too. Magazines and newspapers were full of those country
houses. That was very noticeable and created mirth, as we
didn't need any country houses or large studios. We had a
sort of “grasshopper culture” - while we're not rich, we're free.
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Somewhere in the subconscious was the idea about the end

of the world in 2000 and that's why there was a “grasshopper
culture” Then when 2000 arrived, we also thought about what to
do and how to continue life.

I. A.: - Is that why there were so many aliens and apocalypses
in your works?

M. F.: - Obviously. I honestly tried to reflect those themes.

I. A.: - It has already been mentioned that with the
establishment of the SCCA, that which is called conjuncture,
also came in — an established institutional circulation,

rules, art language. In the mid nineties other initiatives and
organizations appeared — Open, E-LAB. Were they perceived
as an alternative?



Sveice, un, kad atbraucu, par pirmo,Open’ runaja visa Riga.
Likas, ka nav bats klat pie kaut ka |oti svariga. Bija jaiemacas
visadi jaunvardi, detalas, uzvedibas modeli.

I. A.: - Vai jas pasi nodalijat sis zonas - ,Open’; kura velme
bija veidot alternativu establismentam, un pieméram, Sorosa
makslas centra izstades?

M. F.: - Nebija starpibas. Bija stiligi tur piedalities, bet ta nebija
nekada opozicija.

G. G.: - Viss, ko gribéja pateikt, tik un ta bija subjektivs, un
adresats nebija definéts. Opozicija drizak bija pret iepriekséjas
paaudzes makslu. Méginajums nakt ar kaut ko citu.

Patiesiba — opozicija vispar, ne pret ko tiesi. Lai ir savadak.

I. A.: - Pieverst uzmanibu kaut kam citadam?

G. G.: - Man patik salidzinajums: jebkura ideja sakuma ir jauna
un neaizsargata ka asnins. Péc Austrumu filozofijas — taja ir
dziviba. Asnins izaug par koku, kura jau ir nave. Sakuma ir tas
asnins, ko uztver ka neievérojamu, apstridamu, smiekligu,
vélak jau to uztver ka makslu, tad - ka lielu makslu, un
visbeidzot - ka kultaru jeb normu.

Es stradaju teatri un tur izméginu jaunas idejas. Tur es arl
redzu, ka tiesam sakuma paradas ideja, tad ta k|ast par
makslu, tad — par interesantu makslu, tad — tiek uzskatita
par kaut ko ta-a-adu, un tad klGst par kultdru. Teatris
man rada, ka Latvija |oti labi var stradat ar vecam idejam

M. F.: - [t was as alternative as one could imagine. Already the
fact that art didn't take place in an exhibition hall, butin a
factory. Open was integrated into the subculture, which soon
enough wasn't any kind of subculture any more. | can't really
comment on it objectively as | participated in the organization of
the Open event. Before that | worked in Switzerland, and when |
returned here, all of Riga was talking about the first Open. It felt
like I'd missed something really important. | had to learn all sorts
of new terminology, details and behaviour models.

I. A.: - Did you divide up these zones yourselves — the Open event,
where the wish was to create something alternative from the
establishment, and for example, the Soros Art Centre exhibitions?

M. F.: - There wasn't a difference. It was stylish to take part but it
wasn't really in opposition.

G. G.: - Everything that you wanted to say was subjective
anyway, and the target wasn't defined. It was more in
opposition to the previous generation’s art, an attempt to

bring in something new. In reality — just opposition, not against
something specific, just so that it would be different.

I. A.: - To direct attention to something different?

G. G.: - | like the comparison: each idea initially is new and
unprotected like a new shoot. As in Eastern philosophy — there
is life in it. The new shoot grows into a tree, and it already has
its death in it. At first there is the shoot, which is perceived as
insignificant, arguable, laughable, later it's already perceived to
be art, then — as great art, and finally — as culture or a norm.

-

Mikelis Fisers pie sava gleznu cikla Ceremoniju Meistars neatkaribas dienai —
MC4ID. 1997.

Mikelis Fisers with his series of paintings Master of Ceremonies for
Independence Day - MC4ID. 1997.
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vairakus gadus. Es pats devindesmitajos dariju to, ar ko varu
izpausties vél tagad.

Ja runa par makslu ka par idejam - toreiz mani intereséja tas,
kas institucionali ir aktuals Sodien. Un, jo vairak pretruna ar
iepriekséjo, jo labak.

M. F.: - Devindesmitajos mums aktuali bija tas, kas citiem ir
aktuali tagad.

S. K.: - Uztaisit kadu skandalu?
M. F.: - Tam ir iziets cauri, un tas vairs neinterese.

S. K.: - Jums ka jauniesiem tai laika bija pavisam citada
uztvere un citada komunikacija neka ieprieksejai paaudzei.
Bet tikSands vieta bija ta pati, ,M6"

Kafejnica M6 un Andris Fridbergs. Kolaza.
Coffee bar M6 and Andris Fridbergs. Collage.

| work in the theatre and try out new ideas there. There

| also truly see that initially an idea appears, then it becomes
art, then —interesting art, then — it is considered something
"wow", and then it becomes culture. The theatre showed me
thatin Latvia one can work very well with old ideas for many
years. | can express myself even now with the same thing

| did in the nineties.

If we talk about art as ideas — at that time | was interested in that
which is institutionally topical today. And, the more it contradicts
what came previously, the better.

M. F.: - That which is topical for others today, was topical for us in
the nineties.

s. K.: - To create a scandal?

M. F.: - I've been through that and it doesn't interest me any more.
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M. F.: -,M6" popularitate bija taja, ka no bezizvéles laikmeta
saka pariet uz izvéles laikmetu. Pirma pakape ir izvéle ka kaut
kas viens, tas attiecas ne tikai uz krogiem, bet plasaku sféru.
Arpus valsts atbalsta bija tikai Sorosa makslas centrs atskiriba
no normalas valsts, kur ir n-tie fondi un stipendijas. Ari kroga
izvéle bija viena.

Bet man liekas, ka,M6"fenomenu drosi var saistit ar to, ka bija
I&ts alkohols un manama ta parspiléta lietosana, visplasakaja
loka, ne tikai starp maksliniekiem. Ja,M6" visi dzertu téju, tur
nekas nenotiktu.

Bija dazadiiemesli tur iet — lai satiktu, izraditos vai tamlidzigi.
Viens raksturojoss stasts: mums ar Andri Fridbergu beidzas
nauda, un, zinot, ka,M6"varés kaut ko dabat, Fridbergam
radas ideja pateikt, ka vins precas, kas, protams, bija

s. K.: - You, as young people at that time, had a completely
different perception and different communication than the
previous generation. But the meeting place, coffee-bar M6, was
the same.

M. F.: - The popularity of M6 was, that from a“no-choice”era,

we started to move to a“choice” era. The first stage is choice,
where there is only one and that applies not just to pubs, but
to the wider sphere. Besides state funding, there was only the
Soros Art Centre, as opposed to other countries where there are
countless foundations and stipends. In the choice of pubs too,
there was only one.

But | think that the M6 phenomenon can certainly be linked

with the fact that the alcohol was cheap and its overuse there by
the wider public, and not just among artists, was noticeable. If
everyone drank tea at M6, nothing would happen there.



izdomajums. Laikam Miervaldis Polis pirmais uzsauca
sampanieti.

E. B.: - Ja, ja, ta bija vieta, kur varéja realizét dazadus tiesi
tadus projektus. Lai vakars bltu izdevies, bija jauzdizainé
kadi joki un atgadijumi, lai viss galding raustas no smiekliem.
Es reizi nedéla izravos no Liepajas uz Rigu, un, kad bija
jabrauc atpakal ar pédéjo autobusu, izstasti joku un tad

ar gratibam celies — sorry, jaiet... Bet no tas situacijas bija
labums — saskrlvéjies no,kultdras bagazas’, autobusa sézot
un domajot, naca labas idejas darbiem.

S. K.: - Vai, dzivojot arpus Rigas, nelikds, ka var palaist garam
kadas iespéjas?

E. B.: - Makslu es varéju taisit art dzivojot Liepaja, kaut ari
tas bija it ka apvienot nesavienojamas lietas — Latvijas
provinci ar starptautisko vidi. Tagad tas batu elementari,
kaut vai esot Varaklanos. Puse Eiropas makslinieku séz
varaklanos Francija, Vacija utt.

Devindesmito beigas vél nebija beigusies ta eiforija.
Latvija viss notika un mainijas, bet, aizbraucot uz Eiropas
pilsétam, varéja redzét perfekti nostaditu mehanismu.
Likas — kam vajadziga maksla tada labi nostadita
sabiedriba, bet, atgriezoties Latvija, - ja, te kaut kas
notiek, kaut kas burbulo, te ir nepieciesama maksla.
Tagad ir otradi. Izej Riga un doma — kam tas ir
nepieciesams? Latvija ir lielveikals, par ko visi ir laimigi.

There were a number of reasons to go there — to meet up, show
off and so on. One typical story: Andris Fridbergs and | ran out of
money and knowing that at M6 we'd be able to get something,
Fridbergs got the idea to tell them that he was getting married,
which of course was a fabrication. I think it was Miervaldis Polis
who shouted the first champagne.

E. B.: - Yes, yes, that was the place where you could undertake
various projects just like that. For the evening to be a success,
one had to design some sort of jokes and happenings, so that
the table would be roaring with laughter. Once a week I'd leave
Liepaja and head for Riga, and, when I had to head off for the last
bus back, I'd tell a joke and then, with difficulty get up - sorry,
got to go... But there were positives from this situation — good
ideas for my work emerged, while sitting in the bus and thinking,
wound up from the “cultural baggage”.

s. K.: - Living away from Riga, didn't you think that you might be
letting some opportunities slip by?

E. B.: - | could create art living in Liepaja as well, although it was
like joining up things which couldn't be joined up — Latvian
province with the international environment. Now it would

be elementary, even if | was in Varaklani [a town in the Latgale
countryside, far from the capital]. Half of the artists in Europe sit in
Varakjani in France, Germany and so on.

At the end of the nineties the euphoria still hadn't finished.

In Latvia, everything happened and changed, but visiting
European cities, one could see a perfectly adjusted mechanism.
[t seemed like — who needs art in such a well organized society,

Var tikai brintties, ja kadu interesé kaut kas cits. Bet dazas
vietas Eiropa pazistot labak — tur ir diskusijas un darbosanas
saistiba ar aktualam témam.

I. A.: - Vai starp maksliniekiem sarunas bija ari par makslu?

G. G.: - Sarunas par makslu parasti ir starp makslas
zinatniekiem. Mums bija interesantas sarunas ar Aiju Zarinu,
bet vai to var saukt par sarunam par makslu? Par makslu jau
ta nerundja...

I. A.: - Vai jums neskita, ka Latvija maksla dzivo savrupi no
aktudlajiem procesiem, ipasi nedomajot par visiem Siem
jautajumiem — kapéc radit makslu, kapéc tiesi instaldcijas,
kapéc tas viss vispar ir maksla?

E. B.: - Man bija liels prieks kacinat to inerci, konservativo
sabiedribu. Pat nebija jabat skandalozam, vienkarsi ar dialogu.
Kad kads garamgajéjs naca un teica - ja, ja més lasijam avizé,
ka ta ir ta masdienu maksla, jas labak to naudu butu iedevusi
pensionariem un daudzbérnu gimeném - un ta talak, man
patika stridéties pretim. Teikt — es tikko samaksaju Soferim un
metinatajam, kuriem ir bérni majas, un, kad bas atklasana,
samaksas ari pavariem.

S. K.: - Dazadi viedokli, stridésands, ipasi no konservativas
jeb tradicionalas makslas vides pret laikmetigas mdkslas
norisém bija |oti dziviga. Argumenti bieZi bija pat absurdi, bet
ta bija reakcija, kuras Sodien ir daudz mazak.

but on returning to Latvia — yes, something is happening here,
something is bubbling, art is needed here. Now it's the other
way around. Go out into Riga and think — who needs it? Latvia
has huge shopping centres and everyone is happy. One can
only be surprised if someone is interested in something else. But
some places in Europe know better — there are discussions and
work linked with topical themes.

I. A.: - Was discussion between artists also about art?

G. G.: - Discussions about art usually take place between scholars.

We had interesting discussions with Aija Zarina, but can they be
called discussions about art? One didn't talk about art in that way...

I. A.: - Don't you think that in Latvia art lives detached from
current processes, without even thinking specially about all these
questions — why create art, why installations in particular, why is
it alleven art?

E. B.: - I had great pleasure in provoking inertia and conservative
society. I didn't even have to be scandalous, | could simply do it
with dialogue. When a passer-by came by and said - yes, yes we
read in the newspaper that that's the so-called contemporary
art. You would have been better off giving that money to
pensioners and large families — and so on. | enjoyed arguing
against this, saying — | just paid a chauffeur and a welder who
have children at home and when we have the opening, Il pay
the cooks as well.

s. K.: - Varying points of view, arguments, especially from the
conservative or traditional art milieu against contemporary art
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E. B.: - Tagad ir noorganizétas dazadas orbitas, nav
vajadzibas stridéties. Katrs var sevi realizét sava loka un
nav jasalidzinas ar citiem.

M. F.: - Manuprat, SUmésanas ir beigusies gan makslas, gan
sabiedribas dél, kas no pilnigas netolerances ir nedaudz

mainijusies un vairs neuzskata par pienakumu pieiet pie
makslinieka un izteikt visu, ko doma par pensionariem.

S. K.: - Devindesmitajos mainijds situacija. Atkal var
atsaukties uz citas sarunas minéto — viss batu bijis,

ja nebutu noteikti apstakli, ja nebitu sdacies kapitalisms,
jauztur gimene un ta talak. Jums toreiz nebija bérnu

un kreditu.

M. F.: - Es arf aizgaju stradat — par Izraélas véstnieka Soferi. Citi
makslinieki par to bija sajasma.

Ta ir tada parlaiciga probléma: uzstadijums par makslinieku
darbu. 90. gadu pirmaja pusé ,Arsenald” bija izstade,
neatceros nosaukumu, par to, ko darijusi Latvijas laika dendiji.
Dazi no tiem Latvijas makslas talantiem, lai nopelnitu iztiku,
bija Ziméjusi izkartnes, griezusi trafaretus.

Tas bija pilnigi normali, bez kadas cieSanu auras. Tapat art
tagad, bet par to neviens neruna, un tas ir mulkigi.

E. B.: - Visi darija to pasu. Es Liepaja Iméju reklamu uz
businiem un veikalu durvim un paraléli piedalijos Stokholmas
Modernas makslas muzeja atklasana un izstadés Skandinavija.

processes was very lively. The arguments were often even absurd,
but it was a reaction, and today there’s much less of that.

E. B.: - Now various orbits have been organized and there’s no
need to argue. Anyone can express themselves within their own
circle and they don't have to compare themselves to others.

M. F.: - In my opinion, the whinging has finished because art and
society has changed a bit from complete intolerance, and one
no longer considers it necessary to go up to the artist to express
everything one thinks about pensioners.

S. K.: - In the nineties the situation changed. Once again one can
refer to what was mentioned in other discussions — it all would
have continued if there hadn’t been certain circumstances, if
capitalism hadn't started, if a family didn’t have to be supported
and so on. At that time you didn’t have children and loans.

M. F.: - | went and worked as well — as chauffeur for Israel’s
Ambassador. Other artists were delighted by that.

That is an eternal problem: the question about artists' work.

In the first half of the 90s there was an exhibition at Arsendls, |
can't remember the title, about what dandies did in Latvia’s first
period of independence. Some of them, Latvia’s artistic talent,
had drawn signboards and cut out patterns to earn their keep.

That was completely normal, without an aura of suffering. It's the
same now, but no-one talks about it and that's stupid.

E. B.: - Everyone did the same. In Liepaja | stuck
advertisements on buses and shop doors and at the same
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G. G.: - Més stradajam par remontnikiem. Bija brigade, kur bija
arT Raids Kalnins, Andris Fridbergs, Mikelis ari vienu bridi. Es
art tur nestradaju pastavigi, bija labi, ka iedeva darbu uz kadu
nedé|u, kad nebija naudas.

Man par to stastins. Taistjiam vienu glaunu dzivokli, kur

bija ari balkons — ar rotajumiem un engeliti ar parpilnibas
razu rokas. Kranins, ka jau pienemts, zirna lieluma. Uz
balkona nekas nebija jaremonté, bet més izdomajam to
kompozicionali papildinat, uzlabojam engelitim kraninu,
izmantojot visu makslas skola ieglto pieredzi. Sakasijam
fasades kalku krasu ar Gdeni, ierivéjam. Iznaca vésturisks
engelitis.. Domajam, ka pamanis, maja bija skandinaviskas
arhitektaras stila, un tads rotajums bija... diezgan neparasts.
Ipasnieks ilgi skatijas, novértéja. Vins to dzivokli iziréja, un
péc laika es satiku vienu no pastavigajiem stradniekiem,
kas tur stradaja — izradas, Tpasnieks, citu brigadi nezinot,
bija zvanijis un teicis, ka irnieki nolauzusi un pazaudéjusi
engelitim kraninu, vai nevarot restaurét. Aizsatija vienu no
stradniekiem, kas bez makslinieciskas izglitibas, péc apraksta,
ka bijis |oti liels, bija uztaisijis vieta tievu un garu.

Ta vésturiska patiesiba tika atjaunota.

S. K.: - Pastasti ari par legenddro akciju ar Sorosa makslas
centra valdes sédes noklausisanos!

G. G.: - Es biju sadabdjis profesionalu noklausisanas ierici —
raidoso, ko pirms valdes sédes nolika uz katalogu plaukta,
zinot, ka tos biezi neskirsta. Uz mana projekta aploksnes bija

time took part in Stockholm's Moderna Museet opening and
exhibitions in Scandinavia.

G. G.: - We worked as builders / renovators. There was a team
which included artists Raids Kalnins, Andris Fridbergs and Mikelis
as well for a while. | worked there too temporarily and it was
good that they gave me some work for a week or so, when |
didn't have any money.

I have a tale about that. We were working on a luxury apartment
that had a balcony — with ornamentations and a little angel

with a horn of plenty in its hands on it. Its willy, as was the usual
case, was the size of a pea. There was nothing on the balcony
that needed restoration, but we decided to compositionally
supplement it and improved the little angel's willy using all of
our experience that we'd gained at art school. We scraped up

the facade’s calcareous paint with water and fixed it. The result
was a historic little angel... We thought it would be noticed as

the building was in the Scandinavian architecture style, and such
ornamentation was... fairly unusual. The tenant looked at it for a
long time, evaluating it. He was renting the apartment and after

a while I met one of the permanent workers who was working
there — it turned out that the owner, without the other work
team knowing, had rung and said that the tenants had broken off
and lost the little angel's willy and could it be restored. One of the
workers, apparently without any artistic education had been sent,
and had said that it was very big, and in its place had made a
long and thin one. In this way historic truth had been reinstated.

S. K.: - Tell us about the legendary work with the eavesdropping
on the Soros Art Centre’s board meeting!



rakstits, ka to var atvért tikai projekta izskatisanas bridr. Talak
bija minéts, ka noklausisanas ierice tada un tada stav tur un
tur un viss, kas notiek, tiek transléts tada un tada radiusa.

Patiestba més nenoklausijamies — izlika aparatu,M6”" uz galda,
bet uztvéréju neieslédza, jo likas, ka ar to jau viss ir darits.
Baigi mums vajag dzirdét,Ak, cik labs vins!”un tamlidzigi.
Pamata jau nebija vélésanas noklausities...

S. K.: - Kas ir 90. gadu esence? Parmainas, eiforija, apjukums?

M. F.: - Viss kopa, pilnigs rasols. Viss notika |oti atri. Tas nebija
unikali makslas pasaulé, tas pats bija ari politika, ekonomika.
Divdesmit piecgadigi dzeki varéja blt bankas prezidenti.
Bija sajlta, ka viss ir iespéjams, un to varéja ari izpaust. Tagad
briviba ir lielaka, bet ne iekséja.

Vairs nav sajatas, ka viss ir iespéjams. Patiesiba ir iespéjams vél
vairak, bet tagad ir jaievéro kaut kadi prieksraksti, rituali.

E. B.: - Devindesmito gadu sakuma un vidus sajdta bija,
salidzinot gastronomiskos terminos, zviedru galds — viss ir, un
tu nezini, no kura gala kert.

M. F.: - Diezgan precizi. Un sajta, ka kads jau ir kaut ko
apédis un tu tdlit nokavési. Bet patiesiba uz ta galda stav
parkrautu skivju kaudze.

G. G.: - Bija sajata — ir tik daudz un tik interesanti, ka gan
nepanemt! Un néma no visa ka. Vél tacu ari ienadca jaunas
tehnologijas, E-LAB pasakumi.

I. A.: - Elektroniskas tehnologijas, internets tobrid bija kaut
kas pilnigi jauns.

Eriks Bozis. Solins augsa. Solins leja izstade N.EW.S. pilsétvidé Visbija. 2000.
Eriks Bozis. Bench-up. Bench-down in the exhibition N.EW.S. in the city space in Visby. 2000.

G. G.: - I had obtained a professional eavesdropping instrument
- a transmitting one, which was placed on the catalogue shelf
before the board meeting, knowing that this shelf was rarely
touched. Written on my project envelope was, that it can only be
opened at the time the project is being assessed. It was stated
further that an eavesdropping instrument of certain description
was placed in a certain place and that everything that was
happening was being transmitted in a certain radius.

In reality we didn't listen — we put the apparatus on the table at
M6, but didn't turn on the receiver as we thought that enough
had been achieved. We didn't really need to hear"Oh, what a
nice wine!”and similar. Basically, it wasn't wish to eavesdrop...

s. K.: - What is the essence of the 90s? Changes, euphoria,
confusion?

M. F.: - As a whole, a fruit salad. Everything happened very
quickly. That wasn't unique to the art world. The same happened
in politics and economics. Twenty five year old lads could

be bank presidents. There was the feeling that anything was
possible, and you could express this as well. Now freedom is
greater but not inner freedom.

There's no longer the feeling that anything is possible. In truth,
more is possible but now all sorts of instructions and rituals have
to be taken into account.

E. B.: - At the start of, and in the mid nineties, the feeling was,

if you compare it to gastronomic terms, a Swedish table,
smorgasbord — everything was there, and you didn't know from
which end to start.

M. F.: - That's fairly accurate, and the feeling that someone
had already started eating and in a moment you were going
to miss out. But in reality there were piles of overloaded plates
on that table.

G. G.: - There was the feeling — there's so much and it's so
interesting, why not take some! And we took a bit of everything.
New technologies and E-LAB events came in as well.
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M. F.: - Pirmais, kas taisija makslu ar video un pie kompja, bija
Hardijs Ledins.

S. K.: - Bet Ledinu tehnologija intereséja savadak. E-LABieSus
intereséja tas Makltena ,medium is the message”. Ledinam
bija dators, ar ko nevaréja uztaisit pat plakatu, un lidzigi ka ar
visu citu aparatdru vins ar to spéléjas — ka un ko dabut no ta
ara. Tehnologija vinam nebija svariga pati par sevi.

G. G.: - Bija svariga tehnologija pati par sevi. Ja netaisija
instalacijas, tad méginaja taisit modernas gleznas. Tie, kas
macéja to, saprata, ka jakeras pie kaut ka talak, pie video.
Videokameru varéja izirét par milzu naudu, ja ar to kaut ko
nofilméja, tas jau automatiski bija kaut kas moderns. Jebkura
montaza, ko taisija tikai paris vietas Riga, maksaja nenormalu
naudu. Tad ari bija vélme uztaisit kaut ko, kur péc iespéjas
vairak izmantota tehnika.

M. F.: - Principa vajag tikai tos plastmasas vacinus nopirkt.

I. A.: - Vai jus intereséja, kas notiek maksla citur
pasaulé? Liekas, ka jusu paaudzei citéSana bija dabiska,
vairs tik |oti neskatijaties, vai esat unikali vai né, un sai
zina bijat vairak postmoderni. Vai bija apzinata, tiesa
atsaukSanas?

M. F.: - Ta bija. Varéja iet uz SMMC-Riga skatities zurnalus,
kur es saskaros ar pirmo informaciju par Rietumu musdienu
makslu vispar. Bet tas bija dazadi. Fridbergs cik nav citgjis,
Gints, Vinkelis spéléjas ar komiksiem. Tas notika visapkart.
Atvérta sabiedriba, kas bijusi pirms tam noslégta stavokli,
strauji iziet iepriekséjo makslas vésturi. Art Latvijas maksla —
apzinati vai neapzinati — tajos apmeéram desmit gados
paspéja nocitét un atkartot visu, kas Rietumos noticis
pédéjos piecdesmit gados.

Andris Fridbergs. Kluséjosas nosu pultis Rigas Dzelzcela Centralaja stacija. 1992.

Andris Fridbergs. The Silent Music Stands in Riga Railway Central Terminal. 1992.

I. A.: - Electronic technologies, internet at that time was
completely new.

M. F.: - The first one who created art by video, and also by the
computer in Latvia, was Hardijs Ledins.

S. K.: - But Ledins was interested in technology in a different way.
E-LAB people were interested in McLuhan’s the “medium is the
message’”. Ledins had a computer with which you couldn’t even
make a poster, and like with all the other equipment, he played
with it — how and what you could get out of it. Technology for
him wasn’t important in itself.

G. G.: - Technology of itself was important. If you weren't creating
installations, then you tried to make modern paintings. Those
who knew how to do this understood that one must latch on

to something further, to video. One could hire a video camera
for a huge sum and if you filmed something with it, that was
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automatically something modern. Any montage, which was
done in only a few places in Riga, cost an abnormal amount.
Then there was also the desire to make something which
involved as much technology as possible.

M. F.: - Really youd only have to buy those plastic lids.

I. A.: - Were you interested in what was happening in art in the
rest of the world? It seems that for your generation citing was
natural, not looking so much as to whether you were unique or
not, and in this respect you were more post-modern. Was this
referencing deliberate?

M. F.: - That's how it was. You could go to SCCA-Riga, where
I'had my first ever contact with information about Western
contemporary art, to look at magazines. But it varied. Fridbergs
quoted so many times, and Gints and Janis Vinkelis played
with comics. That happened all around. An open society which



E. B.: - Mana gadijuma es skistu sirdi uzskatiju, ka esmu kaut
ko nevilus atklajis, kad darbam prieks izstades ,ArtGenda”
lidoju uz Kopenhagenu, fotograféju tuksu izstazu zali un

péc tam fotografijas vedu uz Kopenhagenu vélreiz un izliku
izstadé tai pasa zalé. Ideja bija paradit, kas ar to vietu bijis,
pirms tur atrodas maksla. Izradijas, ka 60. gados bijusas tiesi
tadas pasas idejas. Bet tas nemazinaja sajltu, ka es pats pie ta
esmu nonacis.

G. G.: - Man bija,Darbi, kas gleznoti péc dzirdéta panémiena”
TaisTti tiesi ta: informacijas fragments bija atnacis, darbus es
nebiju redzéjis. Bet ta nebija kopésana. 90. gados jau varéja
dabat visu, gramatas par jozefiem boisiem un tamlidzigi.

Visu ko izméginat, savu makslas valodu sinhronizét ar sadiem
piemériem. Ta noteikti veidojas daudzas idejas. Bet kopésanas
posms bija iziets akadémija. CitéSana drizak bija arzemés, te
tas nebija tik loti modé.

PASE/PASSPOR
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Gints Gabrans. Darbi, kas taisiti péc dzirdéta panémiena. 1994.
Gints Gabrans. Works Based on a Technique Heard of Somewhere. 1994.

previously had been in a closed situation swiftly goes through
previous art history. In Latvian art as well — knowingly or
unknowingly — in those ten years approximately, it was possible
to cite and repeat everything that had happened in the West
over the last fifty years.

E. B.: - In my case, | believed with a clear conscience that | had
discovered something by accident. When | flew to Copenhagen,
for the work for the ArtGenda exhibition, | photographed an
empty exhibition hall and after that took the photographs to
Copenhagen again and put them in the exhibition in the same
hall. The idea was to show what had happened in the hall before
the art was placed there. It turned out that in the 60's there had
been exactly the same sorts of ideas. But that didn't diminish the
feeling, that I'd come up with it myself.

G. G.: -1 had Works, That Have Been Painted After a Heard Method.
They were made just like that: a fragment of information had
arrived; | hadn't seen the works. But that wasn't copying. In the

I. A.: - Bet Andra Fridberga darbi, pieméram, ,Teorija sevi

padara slavenu’, kas burtiski kopé Rausenbergu, ,Galds un

krésli Dzeksoonam un DZonam’; ,,Nam DzZun Paika piles”?

M. F.: - Tas bija tads poparts, izdomats nosaukums un ideja.
Lidzigi ka man, ta bija noteiktu cilvéku ietekme, sarunas,M6",
stasti, joki — tas moments, ka kaut ko nevar izstastit...

E. B.: - Vienu bridi sarunvaloda paradijas ,kzzzz" — kad ar
vardiem ir par isu un tapat ir skaidrs, ka otrs sapratis, ko

tu doma, jo ta energijas apmaina ir tik tuva, ka pietiek ar
Zestu. Man tas likas talaika simbols, tapéc es uztaisiju to
komiksveida,Kzzz"izstadei,Gramatika"Tallina.

S. K.: - Kad tas, ko un ka jas darijat devindesmitajos, savienojas
ar to, kas jus maksla interesé tagad? Ginta darbi ir mainijusies
diezgan radikali, bet turpina noteiktu interesi. Mikela maksla
ir mainijusies vél vairak.

90s one could already get everything, books about Joseph
Beuys and similar, try out everything, synchronize one’s art
language with such examples. A lot of ideas definitely came
about like that. But the copying stage had been gone through
at the Academy. Quoting took place more abroad; it wasn't so
much in fashion here.

I. A.: - But Andris Fridbergs’ works, for example, Theory Makes
Itself Famous, which basically copies Rauschenberg, Table and
Chairs for Jackson and John, Nam June Pike’s Ducks?

M. F.: - That was a sort of pop art, a thought up title and an
idea. Like it was for me, it was the influence of certain people,
discussions at M6, stories, jokes — that moment, when you can't
explain something...

E. B.: - At one moment the term "Kzzzz" appeared in our
conversations — when words don't suffice and yet it's clear that
the other person will understand what you mean, as that energy
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M. F.: - Kad es nepiedzivoju apokalipsi, bija jaatrod jauna
patiesiba. Es to esmu atradis gleznieciba.

S. K.: - Kas ir oti atskiriga no ta, ka tu gleznoji
devindesmitajos.

M. F.: - Toreiz es uzskatiju, ka makslai jablt neticamai un ir
jamaca dzivot, javérs uzmaniba, jabridina par kaut ko, kaut
vai, pieméram, 2000. gadu. Tagad es esmu nonécis pie
pretéjam domam: vienalga, kads ir sizets, skatijums ir pilnigi
subjektivs, un vértiba ir tikai taja. Darba vértiba ir atkariga no
ta, cik esi patiess un godigs, un caur sevi to izlaidis. Jo vairak
mégina darbu veidot objektivi, kert,,patiesibu’, jo atrak tas
aizmirstas un aiziet nebtiba. Ta man skiet.

leprieks es varéju izdomat, ka pievérst uzmanibu, panakt
aizkaitinajumu, lai skatitaji ierauga kaut ko, kas tracina,
un tad, iespéjams, iedzilinas probléma un atrod mesidzu.

Tobrid es tiesam uzskatiju, ka tas ir tas, kas ir vajadzigs,

ka makslinieks ir gaismas neséjs, kura uzdevums ir mainit
sabiedribu. Tagad es domaju, ka vienigais, ko es varu darit,
ir tas, kas liekas pareizi, bet man nav jadoma par to, ka to
pasniedzu. Ja agrak es méginaju makslu radit ar pratu,
tagad - ar sajatam, sirdi.

G. G.: - Méginot skaidrot to, kas interesé mani — izmainas

ir taja, ka es stradaju ar informaciju un kadus instrumentus
izmantoju. Atskirlba no agraka laika es tagad nodarbojos
nevis ar lietu definésanu, bet ar energiju, kas attiecas uz sevi.
Energiju tai nozimé ka ar energétiskam lietam, kas ir primaras.
To nevar precizi paskaidrot.

leprieks svarigaks bija racionalais, ieklausanas konstrukcija,
vietas, dzirdamibas atrasana, procesu definésana. Savas
individualitates, kas patiesiba ir ego, izpausme, sabiedribas
un tevis kontakta izpausme.

Erika Boza instalacija Kzzz uz Rotermana Sals galerijas fasades izstadé Gramatika Tallina. 1999.

Eriks Bozis'installation Kzzz on the facade of the Rotermann Salt Storage Gallery in the exhibition Grammar in Tallin. 1999.

exchange is so close that a gesture suffices. For me that seemed
like a symbol for that time and that's why | made that into a
comic form Kzzz for the exhibition Grammar in Tallinn.

S. K.: - How does that which you did and how you did it in the
nineties, connect with that which interests you in art now? Gints’
works have changed fairly radically, but continue an established
interest. Mikelis’ art has changed even more.

M. F.: - When | didn't experience an apocalypse, | had to find a
new truth. I have found that in painting.

s. K.: - Which differs a lot from how you painted in the nineties.

M. F.: - At that time | believed that art had to be incredible and
that it had to teach one how to live, direct attention, had to warn
about something, even the year 2000 for example. Now | have
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come to think the opposite: no matter what the story is like, the
point of view is completely subjective, and the value is only in
that. The value of a work depends on how true and honest you
are, and how you've let it pass through you. The more you try
to create a work objectively, to capture the “truth’, the quicker it
gets forgotten and disappears. That's what | think.

Previously | could work out how to attract attention, to irritate,
so that the viewer sees something that disturbs them, and

then, possibly, gets into the problem and finds the message. At
that time | really considered that that was what was necessary,
that the artist is the bringer of light, whose challenge is to
change society. Now | think that the only thing that | can do is
that which | think is right, but | don't have to think about how |
present it. If earlier | tried to create art with my mind, now — with
feelings, from my heart.



E. B.: - Més sarunajamies ka viena paaudze, bet es makslas
zina Tpasi nejutu iekséjas sagraves un parvértibas. Jo es ne
ieprieks, ne tagad netaisu makslu, tikai saritkoju situacijas.
Mani neinteresé ne praviesa, ne antipraviesa loma, bet tada
pétnieciska laboratorija: es kaut ko sarikoju un pétu, kas no ta
sanak. Iznemot pétisanu, neka cita manos darbos nav.

Es visu laiku esmu juties ka cilvéks, kas lidzigi ka policijas
nopratinasanas istaba aiz spogula novéro personu, kura
neapzinas, ka tiek novérota.

I. A.: - Kas ir mainijies makslinieka loma?

G. G.: - lespéjas, lai kaut ko izdaritu, jau meklé vienmeér.

90. gados, lai uztaisitu darbu, gaidija uz projekta finanséjumu
un izdzivoja. Tagad atskiriba ir tikai ta, ka iespéjas jameklé
pasam, tapéc ir vélme nevis sinhronizéties ar tdm, bet izcelt
savas lietas, kas nav pakartotas instittcijam. Kad es sanému
Hansabankas balvu?, ta pirmo reizi mdza bija nauda, ar kuru
varéju bat brivs, — it ka ir netiess spiediens taisit to, par ko
jedota balva, un negribas blt nepateicigam, bet es nolému,
ka labak nepalaidisu garam iespéju.

Bet pielagosanas jau ir vienmeér, tikai tagad tas ir aizgajis
nenormala veida — projektus taisa labi kuratori, bet, zinot,

ko vajag, lai dabutu naudu, to dara péc aprékinatas shémas.
Reizém pat ir vairaki vienadi piedavajumi. Pirms laika, kad bija

2. Sobrid Swedbankas laikmetigas makslas balva. Gints Gabrans to sanéma
2004. gada.

G. G.: - In trying to explain what interests me - the change is
in how | work with information and what instruments | use.
The difference from earlier on is that | now work not with the
definition of things, but with energy, which pertains to me.
Energy in the sense of energetic things which are primary. This
can't be accurately explained.

Earlier the most important thing was the rational,
incorporation into the construction, the place, finding the
audibility, definition of the process. One's individuality,
which in reality is ego, expression, the expression of the
contact between you and society.

E. B.: - We talk like one generation, but | don't feel special internal
defeat and transformation in terms of art. | didn't previously, nor
do I now make art, | just organize situations. Neither the prophet’s
nor the anti-prophet’s role interests me, but a kind of investigative
laboratory: | organize something and investigate what arises from
it. Besides investigation, there's nothing else in my work.

All the time | have felt like someone, who observes a person,
who doesn't know they are being observed, from behind a one
way mirror in a police investigatory room.

I. A.: - What has changed in the artist’s role?

G. G.: - One must always look for opportunities to do something.
In the 90s, in order to create work, one waited for project funding
and survived. Now the only difference is that one must find
opportunities oneself and that's why there is the wish not to
synchronize with those, but to raise ones own interests which

Jjaunas Eiropas valstis’, bija tikai jaizdoma nosaukums, kur ir
piekabinats vards ,eiro".

E. B.: - PasUtijums nav nekas slikts, ja taisa nopietnas
lietas. Péteris Vasks arf raksta péc pasdtijuma, un art Andris
Kronbergs taisa darbus péc pasatijuma.

S. K.: - Tagad neangaZzéta maksla aktualaja kultara faktiski
nedarbojas, ta ari klast par radoso industriju, lai varétu
izdzivot.

G. G.: - Tagad makslinieki paliek makslas baribas kédes
apaksa. Ka tas ir ar Eiropas naudu — iedod to projektam

uz vairakiem gadiem un tad izdoma visadu birokratiju ka
attaisnojumu procesam. Pieméram, aicina piedalities izstadé
un divus gadus taisa papirus.

M. F.: - Ta ir tiesi ta probléma — ka nevar atlauties darboties
masdienu maksla, ja grib savienoties ar realitati.

aren’t subordinate to institutions. When | received the Hansabank
Award?, for the first time ever it was money with which one
could be free — it's as if there is indirect pressure to produce
that for which you got the award and you don't want to be
ungrateful, but | decided that | better not let an opportunity pass.

But there has always been adaption, only now it has gone to an
abnormal degree — projects are created by good curators, but,
knowing what's needed to attract money, it's done according

to a calculated scheme. At times there are even many similar
proposals. A while ago when it was "Europe’s new nations’, one
only had to think of a title which had the word “euro”tacked to it.

E. B.: - A commission is nothing bad if you create serious things.
Composer Péteris Vasks also writes on commission, and architect
Andris Kronbergs also makes works on commission.

S. K.: - Now unengaged art in current culture practically doesn’t
work, it's also becoming a creative industry so that it can survive.

G. G.: - Artists now remain at the bottom of the art food chain.
It's like this with Europe’s money — give it to a project for a
number of years and then think up all sorts of bureaucracy as a
justification for the process. For example, they invite you to take
part in an exhibition and then sort out the papers for two years.

M. F.: - That is exactly the problem - you can't afford to work in
contemporary art, if you want to connect with reality.

2. Currently Swedbank’s Contemporary Art Award. Gints Gabrans received it
in 2004.
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