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Anita Zabilevska savos darbos 90. gados, galvenokart
telpiskas un videoinstalacijas, pieversusies subjekiivas
uztveres konceptualizaciai, ,personiskam un vienlaikus
visparinatam skatjumam vz cilveka un pasaules
mijiedarbibas procesiem”, reiz komentéjot, ka ,maksla

ir dzeklis, lal sazinatos, bet ne tikat — ta ir art pats
sazinasanas process”. Akfivi pledalijusies izstades Latvija
un arvalstis, vina kopa ar Ojaru Péetersonu un Intu Ruku
ari reprezentéja Latvijas makslu tas pirmaja ekspozicija
Venecijas biennale 1999, gada.

1. Pelde Stella. Zabilevska, Anita // Maksla un arhitektdra biografijas. 2003, 90. Ipp.
2. Sapniir realitates vérti - realitate ir sapnu cieniga // Kultras Avize. 1994, nr. 2 (14),17. Ipp.

During the 90ies in her work, which is mostly
environmental and video installations, Anita Zabilevska
focused on conceptualization of subjective perception, ,an
personal and at the same time generalized view of the
interaction processes between human and the world”, once
commenting that ,art is a means of communication, but no
just that — it is also the very process of communication
An active participant of exhibitions in Latvia and abroad,
she was also one of the representatives of Latvia in its first
exposition at the Venice biennial in 1999, along with Ojars
Petersons and Inta Ruka,

1. Stella PelSe. Zabilevska, Anita // Maksla un arhitektdra biografijas (Art and Architecture in Biographies). 2003, p. 90.
2. Sapniir realitates vérti — realitate ir sapnu cieniga // KultQras Avize. 1994, no. 2 (14), p. 17.
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IEVA ASTAHOVSKA: - Sakotnéji jus esat guvusi klasisku
izglitibu — Jana Rozentdla Rigas makslas vidusskola, makslas
akadémijas glezniecibas nodala. 1993. gada studéjat
mdasdienu makslas un arhitektaras filozofiju Centraleiropas
Universitate Praga. Taja laika Latvijas makslas vidé studijas
arvalstis, reflektéjosa, nevis tehnologiska vai amatnieciska
makslas izglitiba nebija ikdiena.

ANITA ZABILEVSKA: - Rozentalskola un arf Méakslas akadémija
bija veiksmigs iesakums makslinieciskai izglitibai, iepazisanas
ar amatu, kas deva visparigas zinasanas par Eiropas makslas
vésturi, tradicionalajam makslas tehnikam. Tas, ko $is iestades
nevaréja iemacit, bija domasanas veids un personiga
attieksme pret izteiksmes lidzek|u lietosanu. Studijas
Centraleiropas Universitaté bija izskiro$s bridis, kad apzinajos
savu identitati un piederibu maksla.

Anita Zabilevska. Karte. |Izstade Valsts. 1994.
Anita Zabilevska. Map. Ehibition State. 1994.

IEVA ASTAHOVSKA: - Your education is originally a classic one

- Janis Rozentals Riga Secondary School of Arts, Department
of Painting at Art Academy of Latvia. In 1993 you studied
philosophy of contemporary art and architecture at the Central
European University in Prague. At that time studies abroad, a
reflective, not technological or crafts-related art education was
not an everyday occurrence in Latvian art.

ANITA ZABILEVSKA: - Rozentals School and also Art Academy
were a good start for an education in art, they got me acquainted
with the craft as well as provided with a general knowledge of
European art history and traditional art techniques. What these
establishments could not teach was a way of thinking and a
personal attitude to the usage of means of expression. My studies
at the Central European University were a crucial moment when |
became aware of my identity in art.
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Maksla, manuprat, ir intelektuala darbiba, un Tstd macisanas
sakas tikai tad, kad visas Sis skolas bija pabeigtas.

I. A.: - Latvijas maksla ierasts, ka darba nozimibu veido ta
amatnieciska vai tehnologiska nostradatiba un metaforu,
intuicijas klatbatne. Jasu darbos priek$plana izvirzas
konceptudlds nozimes. Vai ta izradijas prieksrociba,
darbojoties Latvijas maksla? Vai sis atskirigas pieejas
uzradijas?

A. Z.: - Latvijas makslai jebkura tas izpausmé piemTit nozimiga
dekorativa tendence, arf amatniecibas limenis ir [oti augsts.
Tas viss ir daja no masu mentalitates — tas ir tradicijas. Ja
skata Latvijas etnografisko mantojumu, tad ir redzams, ka
dominéjosas ir dekorativas, geometriskas formas, kas nebt
nav pasmérkigas vai bez konceptualas nozimes.

In my opinion art is an intellectual activity, and the actual learning
started when | had already graduated from all these schools.

I. A.: - Itis habitual in Latvian art that the significance of a piece
of art depends on its craftsmanship or technological finish and
the presence of metaphor and intuition. In your work it is rather
the conceptual meanings that are put in the foreground. Did
that prove to be an advantage when working in the Latvian art
environment? Were these two approaches evident?

A. z.: - Latvian artin any of its manifestation possesses a
significant decorative tendency; also the level of craftsmanship
is very high. All of it is a part of our mentality — it is tradition.
When taking a look at the ethnographical heritage of Latvia, it is
clear that the dominant component is decorative, geometrical
shapes, but they are in no way an end in themselves or lacking
conceptual meaning.



Nevar un nav arf vajadzibas noliegt vai ignorét savas
izcelsmes vai iegUtas izglitlbas nozimi, tomér tas ir tikai
viens no aspektiem. Vél jo vairak musdienu situacija, kad
komunikacija un mobilitate ir dzivesveids un saskarsme ar
citado ir ikdienas paradiba.

Prieksrociba ir ta, ka makslinieks var izvéléties bat vai nebt
piesaistits kadam noteiktam regionam vai domasanas
veidam. Es esmu gandarita, ka man ir bijusi iespéja savus
projektus realizét visdazadakajas vidés un kultdru kontekstos.

I. A.: - 90. gados ari jasu darbos dominéja nosaciti jaunie
mediji - video, instaldcijas, fotografija. Vai to izmantojums
bija saistits ar prieksstatu par veco mediju izsmeltibu,
pienemot, ka jaunie mediji ir atbilstosaki instrumenti?

A. z.: - Videotehnikas, fotografijas, gaismas vai telpas
izmanto$ana nav pasmérkiga. Es izmantoju visdazadakos
materialus un tehnikas, jebkuru materialu lietoju tad, ja tas

ir vispiemeérotakais konkréta darba realizacijai. Tradicionala
gleznieciba nav izsmélusi savas iespéjas vispar, ta ir izsmélusi
savas iespéjas prieks manis. Runa ir par izvéles iespéju —ja ir

nepieciesams lietot kadu materialu vai tehniku, tad tas ir jadara,
ja tas nav nepieciesams, jabut brivam no sadam piesaistém.

Ideja ir primara, nenemot véra to, ka materials vai tehnika
var bat ka ierosmes avots, lai lietas ieraudzitu no atskiriga
skatpunkta.

Ja apltko atseviskus laikposmus, pastav materiali, kas

ir modé, bet, manuprat, tas ir tapéc, ka noteikta posma

ta ir saprotamaka un dominéjosa sarunas valoda starp
makslinieku, makslas darbu un $i darba uztvéréju. Pasmérkiga
kada noteikta materiala izmnantosana, protams, ir sastopama,
bet sadi darbi labakaja gadijuma pilda tikai dekorativas
funkcijas. Un tas attiecas uz jebkura laikposma makslu.

I. A.: - Ar ko saistiti jasu darbos aktudlie uztveres jautdjumi,
kas iesaista tadas visaptverosas témas ka laiks, lietu,
kermeniska un telpiska realitate un to attiecibas ar makslu?

A. Z.: - Uztveres jautajumi, manuprat, ir batiski vienmér.

Ja parstaj tos apzinaties, més uztveri zaudéjam jeb
aprobezojamies tikai ar fizisko uztveres pusi, pie kuras pieder
art optiska uztvere.

Anita Zabilevska. Videoinstalacija Piecas vienadas ainavas izstadé Zoom faktors. 1994.

Anita Zabilevska. Videoinstallation Five Identical Landscapes in the exhibition Zoom Factor. 1994.

One cannot and does not need to deny or ignore the
significance of one’s origin or education acquired, but that is
merely one of the aspects. Especially in the present-day situation
where communication and mobility is a way of life, and facing
what is different - an everyday occurrence.

The advantage lies in the fact that an artist can choose to be or
not to be attached to a certain region or way of thinking. I am
happy that | have had possibilities of producing my projects in
very different environments and cultural contexts.

I. A.: - In the nineties also your work was dominated by the
relatively new media - video, installations, photography. Was the
use of those linked to the perception of old media as exhausted,
assuming that new media are more appropriate tools?

A. Z.: - Using video equipment, photography, light or space

is not an end in itself. | use a wide array of materials and
techniques, and a particular material is used when it is the most
appropriate for a particular piece of art. Traditional painting has
not exhausted its options as such, it has exhausted its options for

me. It is about the possibility of choice - if it is necessary to use
a certain material or technique, then you have to do it, if it is not
necessary, you have to be free of such tie-downs.

The idea is of primary importance, not considering the fact that a
material or technique can be a source of inspiration to see things
from a different point of view.

If we distinguish separate periods of time, there are materials
that are in fashion, but | think it is because in a particular period
of time it is the most understandable and dominant language
of conversation between the artist, work of art and the perceiver
of this work. Self-serving use of a particular material occurs, of
course, but those works only have a decorative function at best.
And that goes for art of all periods of time.

I. A.: - The topical issues of perception in your work, involving
such all-embracing themes like time, physical and spatial reality
and their relation to art, what do they relate to?

A. Z.: - | think issues of perception are always relevant. If we
cease being aware of them, we lose perception or confine
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I. A.: - Mdkslinieks, kura uzmanibas centra ari bijusi uztveres
jautajumi un kura makslinieciska domasana skiet tuvi jasu
darbiem, ir Juris Boiko.

A. Z.: - Juri Boiko uzskatu par savu skolotaju. Vina atzinas un
darba panémieni ir tas, ko patiesam respektéju. Vina darbos
apvienotas pamatigas zinasanas par batiskiem kultarvéstures
krustpunktiem ar loti jatigu intuitivu uztveri. Juri Boiko es
dévétu par intelektuali, jo vina darbu nozimiba sniedzas
arpus tikai makslai piederosas sféras.

I. A.: - Vai makslinieku vida, maksla ka sarunu, domasanas
objekts ir bijusi aktuala?

A. Z.: - Maksla ir specifisks domasanas veids, un runat par
to ir ne mazak interesanti ka taja darboties. Specifika ir ta,
ka maksla darbojas gan ar racionalam, gan iracionalam

koncepcijam, gan ar apzinato, gan intuitivo. Ne vienmér ir
vienkarsi ietvert vardos lietu nozimes skaidrojumu, bet, ja to
nevar izdarit ar vardu palidzibu, tad ir vél ari citas iespéjas, un
makslai ir lielas iespéjas Saja joma.

I. A.: - Vai jasu darbu uztvere saistama ar precizu idejas
nolasisanu vai gluzi otradi - dazadiem iespéjamiem
limeniem, domdsanas klejojumiem un interpretacijam?

A. Z.: - Darbu parasti radu ar noteiktu ideju, mérki un
noteiktai videi, bet kada ta dala vienmér ir paklauta
intuitivai kartibai, tapéc rezultats ir atvérts negaiditiem
jaunatklajumiem un interpretacijam. Ja, pieméram, salidzina
so situaciju ar lietu, kas atrodas kustiba — tas pamatkodols

ir nemainigs, bet atspidumi uz tas virsmas un novietojums
attieciba pret apkartni nepartraukti mainas.

Juris Boiko. Videoinstalacija 2 x 4 Endija Vorhola portreti. 1999.
Juris Boiko. Videoinstallation 2 x 4 Portraits of Andy Warhol. 1999.

ourselves merely to the physical side of perception, which also
includes optical perception.

I. A.: - Juris Boiko was an artist who also focused on
perception issues and his thinking in art seems to be
close to yours.

A. Z.: - I regard Juris Boiko as my teacher. | really respect his
conclusions and work techniques. His work combines a
fundamental knowledge of essential intersection points in
the history of culture with a highly sensitive intuition. I would
call him an intellectual, because the significance of his work
stretches way beyond the realm of art.

I. A.: - Has art as the object of conversation, object of thinking
been a topic among artists?
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A. Z.: - Artis a specific way of thinking, and talking about it

is no less exciting than doing it. The specifics of it is that art
operates both with rational and irrational concepts, with both
the conscious and the intuitive. It is not always easy to put the
explanation of the meaning of things into words, but if it cannot
be done with words, there are other possibilities, and art has a
lot of powers in this field.

I. A.: - Is the perception of your work associated with precise
detection of the idea or, on the contrary, various possible levels,
wanderings of thought and interpretations?

A. Z.: -1 usually create a piece of art with a particular idea, a
particular objective and for a particular environment, but a
certain part of it is always subject to intuitive order, therefore
the result is open to unexpected discoveries and interpretations.



I. A.: - Kas mainijies jasu pasas rado$aja domasana
salidzinajuma ar 90. gadiem?

A. Z.: - Viena desmitgade ir parak iss laikposmes, lai objektivi
formulétu kadas izmainas. Tas notiek pastavigi, gan
attalinoties, gan atkal atgrieZoties pie iepriekséja.

Dzivojot Anglija, manu interesi arvien vairak un vairak saista
konceptualais dizains, kas ietver sevi gan idejisko, gan
materialo makslas darba aspektu.

I. A.: - Kas skiet raksturigakais un buatiskakais, méginot
rezumeét viedokli par Latvijas makslu 90. gados?

A. Z.:-90. gadu sakums ir aktivizéts laikposms visas
Austrumeiropas vésturé. Atgastot politisko neatkaribu,
$Ts valstis, to skaita arT Latvija, nok|uva Rietumu skatiena

POST CARD.
Egrpe

Anita Zabilevska. Cefotaja pastkartes. 1999.
Anita Zabilevska. Traveller’s Postcards. 1999.

If we compare this situation with a thing in motion - its core is
unchangeable, but the reflections on its surface and its position
in correlation to the surroundings are constantly changing.

I. A.: - What has changed in your own creative thinking since the
nineties?

A. Z.: - One decade is too short a time to define any changes
in an objective manner. They are constantly happening, both
withdrawing and then returning to the previous.

Since moving to England my attention is more and more
attracted by conceptual design that incorporates both aspects
of artwork — both the idea and the material.

I. A.: - What seems to be the most characteristic and important
when summarizing your opinion about art in Latvia in the nineties?

uzmanibas centra. Interese par visu, kas notika saja regiona,
bija milziga. Maksliniekiem péksni bija visplasakas iespéjas
realizét savus projektus starptautiska limenr.

Ir grati un, manuprat, nevajadzigi novilkt striktu robezu starp
90. gadu makslu un to, kas notiek tagad. Var méginat meklét
specifiskas iezimes tam, kas ir atskirigs $ajos posmos, bet janem
VEra, ka izmainas notiek pakapeniski un ir visai ciesi saistitas

ar norisém visa sabiedriba. Turklat katra perioda ir iznémumi,
kurus makslas vésturnieki vai nu ignoré, vai vienkarso.

Ja es méginatu visparinat sis atskirtbas starp tad un tagad,
manuprat, 90. gadu makslai piemita daudz idealistiskaks
raksturs, ta bija daudz neatkarigaka no komercialam
izpausmém un makslas tirgus pieprasijuma.

Laikmetigas makslas menedZ?ments 90. gados Latvija bija
gandriz vai neeksistéjosa paradiba. Makslinieka darbibai
piemita vairak misijas statuss, ta tika uzskatita par sabiedribas
attistibas procesa dalu. Tobrid nebija neparasts uzskats, ka
maksla prasa respektu un finansialu atbalstu, kaut arT ta
nereprezenté neko taustamu un praktiski lietojamu.

Tas, kas notiek makslas dzivé tagad, nav mazak radoss un
interesants, bet atskiriba starp abam desmitgadém ir saistita
ar dazadiem idealiem un makslas funkcionésanas sistemam.

90. gados laikm etigas makslas pastavésanu un attistibu
Latvija veicinaja Rietumu specialistu patiesa interese par
izpausmém, kas kluva realizéjamas péc dzelzs priekskara

A. Z.: - The beginning of the nineties was a period of bristling
activity in the history of all Eastern Europe. Having regained their
political independence, these countries, including Latvia, found
themselves in the centre of attention from the West. Interest
about everything that happened in this region was enormous.
Artists suddenly had vast possibilities of producing projects on
an international level.

Itis difficult to draw a strict line between art in the nineties and
what is happening now, and | think it is also not necessary. You
can try looking for specific characteristics for what is different
in these periods, but it should be noted that changes happen
gradually and are rather closely associated with processes in
the whole society. Besides, every period has exceptions that are
either ignored or simplified by art historians.

If | were to generalize these differences between then and
now, I'd say that art in the nineties had a much more idealistic
character; it was way more independent from commercial
features and the demand in art market.

Contemporary art management was nearly nonexistent in Latvia
in the nineties. Artistic expression had more of a mission status,
it was regarded as part of the process of society development.
At the time it was not unusual to hold the view that art requires
respect and financial support, although it does not represent
anything tangible and practically useful.

The art life right now is in no way less creative and interesting,
but the difference between the two decades lies in the different
ideals and art functioning systems.
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krisanas. Sodien interese vairs nav domingjosa, toties makslas
menedzmenta attistiba ir gajusi soli uz prieksu.

Tagad nav nekas neparasts, ka arf Austrumeiropas
maksliniekam ir vinu parstavoss menedzeris vai galerija, kas
nodarbojas ar administrativo pusi, organizé izstazu projektus
un visas ar makslas darba apgrozibu saistitas norises. Tas
atbrivo makslinieku no administrativo lietu kartosanas,
rada sistematizétu un regularu projektu un pasatijumu
plismu, bet vienlaikus ari situaciju, ka par patérina preci
var tikt padarita pat visnetveramaka makslas izpausme.

No makslinieka tiek gaidits konkréts darbs, kas biezi vien
ierobezo eksperimentésanas un improvizacijas iespéjas
radosaja procesa.

90. gados Latvija vieniga laikmetigo makslu atbalstosa
jestade bija Sorosa makslas centrs, bet tagad jau tas tiek
risinats valstiska ITmen. Latvijas regulara piedalisanas
lielakajas pasaules makslas skatés tam ir batisks piemérs.

Maksliniekiem, kas tikko sak savu radoso darbibu, ir arf daudz
plasakas iespéjas iegUt kvalitativu izglitibu vai izvéléties
piemérotu vietu savu makslas projektu realizacijai, neka tas
bija 90. gados. Ir krietni célies svedvalodu zinasanu limenis,
kas nav maznozimigi, ja makslinieks iepazistina ar savu darbu
vai parstav savu valsti starptautiska méroga.

I. A.: - Kas, jusuprat, atskir ta saucamo Austrumeiropas un
Rietumu makslu?

In the nineties the existence and development of contemporary
artin Latvia was facilitated by the genuine interest of Western
specialists in the expression that had become possible after

the fall of the iron curtain. Today this interest has withdrawn
from its domineering position, while the development of art
management has progressed significantly.

Now it is no surprise that also an Eastern European artist has

a managing representative or a gallery that takes care of the
administrative part of things, organizes exhibition projects and
everything related to the circulation of artwork. That liberates
the artist from dealing with administrative things, creates a
regular flow of projects and commissions, but at the same
time it also creates a situation where even the most ephemeral
manifestation of art can be turned into a consumer product.

A concrete piece of work is expected from the artist, and that
oftentimes restricts the possibility to experiment and improvise
in the creative process.

In the nineties the only institution supporting
contemporary art in Latvia was the Soros Centre for Art,
now these issues are addressed on a national level. The
regular participation of Latvia in the biggest art events in
the world is an example of that.

Beginning artists have by far more possibilities of acquiring
quality education or choosing a suitable place for their art
projects than they had in the nineties. The level of foreign
language proficiency has risen considerably, and that is very
important if the artists introduce their work or represent their
country on an international scale.
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A. Z.: - Cendoties neiesligt visparinajumos, tomér skiet, ka
maksla Austrumeiropa tas labakajos pieméros joprojam satur
zinamu idealisma dalu.

Ta ka padomiju laiks bija saistits ar cenzaru, makslas tradicijas
Seit ir attistijusas, izmantojot izsmalcinatu simbolisko un
kodéto domas izteiksmes valodu.

Rietumu skatitajam si kodéta valoda biezi vien ir grati
uztverama, jo daudz ikdieniskaka pieeja informacijas
nolasisanai ir reklama izmantota prakse, kur skatitajam ir tikai
mindte laika, lai pievérstu uzmanibu sniegtajai zinai.

Atsauksanas uz reklamas estétiku un atru domas nolasisanas
nepieciesamibu Austrumeiropas maksla ir jauna paradiba,
kas ir radita ar daudz ironiskaku un kritiskaku attieksmi neka
Rietumos.

Visuma atskiribas starp Austrumeiropas un Rietumeiropas
makslas izpausmém arvien izlidzinas. Salidzinajumi tagad
aptver plasakus regionus.

Tiesi fakts, ka Austrumeiropas un tostarp ari Latvijas
laikmetiga maksla ir tik ciedi saistita un lidzvéertiga Rietumu
tradicijam, ir radijis pakapenisku uzmanibas izsikumu
attieciba uz 3i regiona aktivitatém. Tagad uzmaniba vairak ir
pievérsta Azijas valstim, Tpasi Kinai, arf Latinamerikai.

I. A.: - What distinguishes the so called Eastern European and
Western European art in your opinion?

A. Z.: - wish to avoid generalizations, but it seems that art
in Eastern Europe in its best examples still contains a certain
portion of idealism.

Since the Soviet time was one of censorship, art tradition here
developed by using the symbolic and ciphered language of
expression.

For a Western viewer this language is often difficult to decipher,
because a much more commonplace approach to perceiving
information is that of advertising, where the viewer only has a
minute of time to pay attention to the message.

Referring to advertising aesthetics and the necessity of grasping
the point very quickly is a new phenomenon in Eastern
European art, and it is based on a much more ironic and critical
attitude than in the West.

In general the differences between expression in art the
Eastern and Western European way are increasingly equalizing.
Comparisons now comprise larger regions.

Exactly the fact that contemporary art in Eastern Europe, including
Latvia, is so closely related and so equivalent to the traditions of
the West has caused the gradual expiration of attention to the
activities in this region. Now more attention is being paid to Asian
countries, particularly China, as well as Latin America.



