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ZIMOLA RADISANA

Saruna ar galerijas ArtPromotion02 vaditaju Annu Sausverdi-Ellger
A conversation with Anna Sausverde-Ellger, director of the ArtPromotion02 gallery

Zane Oborenko
Vizualo makslu teorétike / Visual Arts Theorist

Brid1, kad Latvija oficiali pazinotas recesijas beigas un vispare-
jie ekonomiskie dati uzrada pozitivakus skaitlus, neka ceréts,
diskusijas par Latvijas tirgus veicinaSanu un eksporta attistibu
ir aktualakas neka jebkad. Par to, vai laikmetiga maksla arivar
veiksmigi pretendét uz iek|GSanu eksporta precu klasta un
konkureét ar citu valstu produkciju, sarunajamies ar galerijas
ArtPromotion02 ipasnieci un vaditaju Annu Sausverdi-Ellger,
kas jau kops$ 2002. gada darbojas arpus Latvijas — Vacija.

Zane Oborenko: Cik sen jau darbojaties ka galeriste,
un ka tas sakas?

Anna Sausverde-Ellger: Literatira un maksla mani ir
intereséjusi vienmer. Jau kops agras jaunibas esmu apmek-
I&jusi notiekosas izstades, stundam un ar baudu klimtusi pa
Ermitazas zalem Péterburga. Kad uz Puskina muzeju Maskava,
skiet, 1970. gada tika atvesti impresionistu darbi no Parizes,
staveju divdesmit piecu gradu sala, lai tiktu tos apskatit. Ka
daudz kas cits, ta bija sagadisanas, ka kluvu par galeristi. Kad
péc universitates beigsanas saku stradat, man radas izdeviba
iziet vairakus nopietnus makslas véstures kursus Péterburga
un Maskava, kas, protams, naca par labu manam teorétiska-
jam zinasanam. Savukart pirma, varétu teikt, daléji privata
makslas galerija Riga tika atvérta 1986. gada viesnica “Latvi-
ja", un, piekritot taja stradat, sapratu, ka varu to darit. Sapra-
tu, ka varu pildit $o starpnieka funkciju starp makslinieku un
iespéjamo pircéju, varu iedrosinat vinu uzsakt tieSu dialogu
ar makslinieku... Sakoties jauniem laikiem, registréjos ka
individualais uznéméjs un saku nodarboties paraléli ar divam
lietdm — biznesa logistiku un makslu. Pirms tam jau paspéju
pabit Kina un Amerika ar masu makslinieku darbiem. Fak-
tiski biju pirma, kas ar tiem izgaja arpus Latvijas jau uz pie-
nemtiem tirgus noteikumiem. Tads bija sdkums — pavisam
netradicionals ka viss tai laika.

2.0.: Ka jis uzsakat savu darbibu Vacija?

A.S-E.: Vacija mani uzrunaja galeristi, kuriem radas inte-
rese par Latvijas makslu, un sdkuma es biju tads ka padom-
devéjs, centos radit prieksstatu par to, kas més esam sai
tirgt, kadas mums ir tradicijas un no kurienes més nakam.
Lielakajai dalai no viniem bija zinama Krievija, Krievijas mak-
sla, 70. gadu avangards, bet tas, ka bija Riga un Rigas skola,
Rigas grupa, makslinieki, kas tiesi tapat piedalijas Parizes
un Berlines avangarda kustibas, nebija viniem zindms. Sekoja
vairakas izstades, bet es vél tikai palidzéju to organizésana.
Kad parcélos uz dzivi Vacija, pamazam iedzivojos un saku in-
tegréties, izprast vietéjo mentalitati, makslas limenus un plas-
mas. 2002. gada registréju savu galeriju ArtPromotion02.
Dzivojot neliela ciemata Vacijas dienvidrietumos, protams, ari
galerista darbs atskiras no koléga, kas strada kada no metro-
polém. Nestradaju garamejosai publikai, rikojot izstades, tra-
dicionali izsutu ielGgumus. Ir izveidojies savs klientu loks,
tie galvenokart ir privatkolekcionari. Tas ir mans galvenais
darbibas virziens —izzinat privatkolekciju specifiku un uzrunat
kolekcionarus.

Z.0.: Cik viegli bija ielauzties svesa vidé?

A.S-E.: Tas nav viegli, un is process ir tikai sacies. Draudzi-
gas attiecibas neveidojas. Ir |oti pieklajigas attiecibas, bet ta-
das atklatibas vai vispar: “O! JUs no Baltijas? Naciet, més jus
atbalstisim un jums visu paradisim,” - tada lieta neeksisté.
Es esmu galeriju apvienibas biedre, un nekad vél neviens ga-
lerists no Sis apvienibas pie manis nav bijis un nav uzdevis
nevienu jautajumu. Tacu reizém sanak ari kopigs darbs pie
izstadem, pieméram, sadarbiba ar vacu kuratori Lietuvas
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Just now, when in Latvia the end of the recession has been
officially announced and the overall economic figures are
looking more positive than had been hoped, discussion
about how to stimulate the Latvian market and develop ex-
ports is more topical than ever. Whether contemporary art
can also make a successful bid to join the range of export
goods and compete with products from other countries - this
was the subject of my conversation with Anna Sausverde-
Ellger, owner and director of the ArtPromotion02 Gallery,
who since 2002 has been working outside Latvia, namely
in Germany.

Zane Oborenko: How long have you been a gallerist,
and how did you begin?

Anna Sausverde-Ellger: I've always been interested in
literature and art. From early on, I've always visited exhibi-
tions and have spent many hours delightedly roaming the
rooms of the Hermitage in St Petersburg. When the Impres-
sionist works were brought from Paris to the Pushkin Mu-
seum in Moscow, in 1970 | think, | queued to see them in
the -25 degree cold. Like many other things, my becoming
a gallerist was a coincidence. When, after graduating from
university, | started to work, | had the opportunity to attend
several serious art history courses in St Petersburg and Mos-
cow, which, of course, benefited my theoretical knowledge.
The first what you might call partly-private art gallery opened
in Riga in 1986 in Hotel Latvia, and when | agreed to take
up a post there, | knew that this was something | could do.
| understood that | was able to fulfil the function of inter-
mediary between artist and potential customer, that | can
embolden the customer to begin a direct dialogue with the
artist... When times changed, | registered as a one-person
enterprise and became engaged in two different things in
parallel: business logistics and art. Even before this, I'd had
the opportunity to take our artists’ work to China and the
USA. Actually | was the first to take the works out of Latvia on
the basis of established market rules. That's how it began —
quite non-traditionally, like everything back then.

Z.0.: How did you begin your activities in Germany?

A.S.-E.: In Germany | was addressed by gallerists who
had taken an interest in Latvian art, and initially | was a kind
of advisor, striving to create a picture of who we are in this
market, what kind of traditions we have and where we're
coming from. Most of them were familiar with Russia and
Russian art, including the avant-garde of the 70s, but the
existence of Riga and the Riga School, the Riga Group, art-
ists who had likewise been participating in the avant-garde
movements of Paris and Berlin — this was something new
to them. Several exhibitions followed, but | was still just
helping to organise them. When | moved to Germany, |
gradually became acquainted with the [German] lifestyle
and began to integrate, to understand their mentality, and
the different levels and flows in art. In 2002, | registered my
gallery, ArtPromotion02. If you live in a small village in south-
western Germany, then, of course, your work as a gallerist
will differ from that of your colleague working in one of the
big cities. I'm not working for customers who are simply
passing through, when holding exhibitions | traditionally
send out invitations. An established clientele has developed,
mostly private collectors. This is the main direction of my ac-
tivities — to learn the specific character of private collections
and to approach private collectors.
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laikmetigas makslas izstades iekartosana Eiropas Centralaja
banka Frankfurté (24.06.-17.09.2010.) bija milzigs ieguvums
tiesi personibu un ari zindsanu limen. Par to pirmam kartam
pateicos bankas makslas kolekcijas kuratorei Heikei Siterei
(Heike Suetter). Stradat ar vinu man bija liels prieks, ta bija
iepéja salidzinat viedok|us, izdiskutét ta vai cita makslinieka
radoso darbibu, masdienu makslas tendences, cenu politiku,
izsekot izstades organizésanas formalai pusei. Daudz labak
tagad orientéjos Lietuvas pédéja gadu desmita maksla, redzu
tas pozicijas Eiropas tirgu.

Z.0.: Vai jutat, ka pieaug interese par Baltijas valstu
makslu?

A.S-E.: Mana pieredze rada, ka, ja maksliniekam ir ko
teikt, interese bus vienmér. Ta¢u nakamais jautajums - vai
pirks? Cik liela ir pasaules méroga komercinterese? Attieciba
uz musu makslu tadas nav. Visu nosaka vardi. Ejot ieksa makslas
gadatirgu Art Basel, Frieze, FIAC paviljonos, potencialiem pir-
céjiem jau Sie vardi garanté augstaka labuma preci, ta teikt.
Katrs makslinieks, kas tur piedalas, ir savukart aprobéts zimols
(pats par sevi brand name). Faktiski ir vienalga, no kuras valsts
vin$ nak. Tacu 3is zZimols ir javeido, makslinieka ir jaiegulda,
un més izejam no ta, ka vinam ir talants. PiedaliSanas tados
gadatirgos maksa desmitiem tikstosus, bet saruna par naudu
ir atkal atseviska saruna. Protams, stastot, ka Wiirth kolekcija,
kas ir viena no 100 lielakajam pasaules privatkolekcijam, ir Kas-
para Zarina un Rituma Ivanova darbi (pirmie no Baltijas mak-
sliniekiem), iespaids ir acimredzams. Tas atver durvis. Bet cita
konteksta masu vardi vél maz ko izsaka. Pieméram, Zilvina
Kempina vards vidusméra kolekcionaram neko neizteiks, kaut
ari vins Parizes galerijas Yvon Lambert ietvaros piedalijas
centralaja Bazeles mesé Art Basel 2010, kur tika nopirkti visi
tris vina makslas darbi. Vins dzivo Nujorka, un vinam klat vairs
nevar tikt. Vins ir tur — pasa augsa —, un tomér vina vardu vél
nezina ta, ka zina citus. Vai ari masu Miks Mitrévics — jau starp-
tautiski atzits makslinieks. Redzéju vina ekspoziciju aprili
Art Brussels belgu galerija Jozsa, biju patikami parsteigta.
Parliecinajos, ka daudzi kritiki zina vina vardu, bet ne pircéji,
kas pérk vardus...

2.0.: Ar ko saistat iemeslus lietuvieSu makslas plasakai
pazistamibai salidzinajuma ar Latviju vismaz makslas
pazinéju vida?

A.S-E.: Es neteiktu, ka lietuviesu maksla ir plasak pazis-
tama, varbut pareizak batu teikt, ka tiesi Saja pédéjas desmit-
gades perioda makslas procesos Lietuva ir tikusi talak. Izskaid-
roju to ar lietuviesu veiksmigu sadarbibu ar Polijas kuratoriem
un apriti, nopietnu un jau ilgtermina Vilnas CAC darbu. Ari ar
jaunas paaudzes aktivu poziciju un uzdrosinasanos. Makslas
tirgus dzivo un “barojas” no labi aprobétas klasikas, pie ku-
ras pirmkart pieskaitams klasiskais modernisms, un no hype,
kam toni uzdod Londona un Bazele.

2.0.:Unka ir arigaunu makslu, vai esat stradajusi un
sadarbojusies ari ar vinu galeristiem vai maksliniekiem?

A.S-E.: Nedaudz orientéjos igaunu grafikas tirgu. Zinu,
ka, pieméram, Andris Vitolins ar prieku, bez Sis latviesu grat-
sirdibas sadarbojas ar kadu Tallinas galeriju. Tacu vél neesmu
nopietnus priekslikumus igaunu maksliniekiem izteikusi, mé-
ginu Sisdienas igaunu makslu izprast labak.

Z.0.: Vai Baltijas maksla varétu klat par vienotu zimolu,
vai ta paliks tikai ka geografisks vietas apziméjums?

A.S-E.: Grti prognozét. Més zinam, ka tada spéciga, mak-
slai impulsus neso3a laika ka 19.-20. gs. mija vienots zZimols ne-
radas, vienmér runajam par personibam, ietekmém. Baltijas
valstu ekonomika un sociali kulturala rakstura fenomeni So-
dien nav obligati savstarpégji saistiti. Pirms iestasanas ES Bal-
tijas valstim vajadzéja izpildit virkni nosacijumu, kas tika atri,
bez pretrunam veikti. Citadak izskatas brivpratiga sadarbiba
ikdiena, to arvien uzskatamak regulé tirgus pats. Kapéc lai
péksni makslas izpausmes vienotos? Pagajusogad “Rigas ga-
lerijai” laiméjas Ligas Purmales un Rituma Ivanova darbus
piedavat un veiksmigi pardot Sotheby’s Londona krievu mus-
dienu makslas sadala, pievienojot kaut kur vien pieticigi LV
ka papildu cenradi. Neredzu vésturiski veicinosus faktorus
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Z.0.: How easy has it been to break into this foreign
milieu?

A.S.-E.: It's not easy, and the process has only just begun.
You don’t develop friendly relationships. You have very polite
relationships, but there’s no openness or anything like “Oh!
You're from the Baltic? Come along, we'll support you and
show you everything.” I'm a member of a gallery associa-
tion, but no gallerist from this association has ever visited
me or asked a single question. On the other hand, some-
times there’s also collaboration on exhibitions, for example,
| worked together with a German curator on the exhibition of
Lithuanian contemporary art at the European Central Bank in
Frankfurt (24.06.-17.09.2010), which was of immense benefit
for me in terms of meeting people and also increasing the
level of knowledge. For this I'm grateful, first and foremost,
to Heike Suetter, curator of the bank’s art collection. | really
enjoyed working with her: it was a chance to compare opin-
ions, discuss the creative work of this or that artist, the trends
in contemporary art and pricing policy, and to follow through
the formal side of organising exhibitions. Now I'm much
better versed in Lithuanian art of the last decade and can see
its position within the European market.

Z.0.: Do you sense a growing interest in art from the
Baltic States?

A.S.-E.: In my experience, if an artist has something to
say, then the interest will always be there. But the next ques-
tion is: will it sell? How much commercial interest worldwide
is there? There’s no such interest with regard to our art. It's
all a matter of names. When potential buyers walk into the
pavilions of the Art Basel, Frieze or FIAC art fairs, it's the
names that guarantee that they will get a top-quality product,
so to say. Every artist taking part there is an approved brand
name. Essentially, it doesn’'t make any difference what coun-
try they come from. But the brand has to be created, the
artist has to be invested in, and the starting point is that the
artist has to be talented. Participation in such fairs costs tens
of thousands, but money is a separate subject for discussion.
Of course, when you tell them that the Wirth Collection,
which is one of the world’s 100 largest private collections, has
works by Kaspars Zarins and Ritums Ivanovs (the first work
by artists from the Baltic), then you do get a noticeable reac-
tion. This can open doors. But in other contexts our names
still mean little. For example, the name of Zilvinas Kempinas
will mean nothing to the average collector, even though he
took part in the central Basle art fair, Art Basel 2010, under
the aegis of the Yvon Lambert Gallery from Paris, and all
three of his works were bought there. He lives in New York,
and you can't get near him anymore. He's up there —right at
the top — and still his name is not known the way that others
are. It's the same with our Miks Mitrévics, already an inter-
nationally recognised artist. During Art Brussels in April | saw
his exhibition at the Belgian gallery Jozsa, and was pleasantly
surprised. | learned that many critics know about him, but not
the buyers, who are after names.

Z.0.: How would you explain the more widespread
recognition of Lithuanian art, in comparison with Latvian
art, at least among art connoisseurs?

A.S.-E.: | wouldn’t say that Lithuanian art is better
known. It would perhaps be more precise to say that during
the past decade Lithuania has got further ahead in art pro-
cesses. | would explain that this is because of the Lithuanians’
successful collaboration with curators and art life in Poland,
and the serious, by now long-term activities of the Contem-
porary Art Centre in Vilnius. It's also got to do with the active
stance and daring of the younger generation. The art market
lives and ‘feeds’ off critically acclaimed classics, to which we
can certainly add Classical Modernism, and from hype, where
London and Basle set the tone.

2.0.: And what about Estonian art: have you worked
or collaborated with their gallerists or artists?

A.S.-E.: | am a little familiar with the Estonian graphic
art market. | know that, for example, Andris Vitolins is happy

studija 74/10 85



MAKSLAS TIRGUS / ART MARKET

Baltijas zimolam, ja nu vienigi tas veidosies aiz pragmatiskiem
tirgus apsvérumiem. Domaju, ka tas varétu notikt, ja radisies
pastiprinata interese un investicijas Austrumeiropas tirgum.
Nav mazsvarigi, ka pasreiz makslas tendences iet autentis-
kuma virziena, cool vairs nav aktuals. Seit redzu |oti lielu
iespéju musu makslai. Visuzskatamak tas patlaban redzams
cita maksla, Alvja Hermana teatri, kurs ar savu stastisanas
prasmi ir viens no vispieprasitakajiem rezisoriem Eiropa.

Z.0.: No ka, jasuprat, ir atkariga kolekcionaru izvéle
par labu kadam makslas darbam?

A.S-E.: No zinasanu limena, vecuma, no ta, kada galeris-
ta rokas vini nonak un cik daudz naudas vini atvél makslai.
Viena varda to sauc par marketingu. Tad, kad zZimols ir izvei-
dots un kads slavens cilvéks makslas darbu ir iegadajies, sak
pirkt visi. Tas ir izSkiroSais moments. Pieméram, ka Fransua
Pino izveidoja DZefa Kinsa zimolu, ko visi joprojam grib
ieglt.

Z.0.: Galeristi biezi vien attiecibas ar kolekcionariem
ir izdeviga pozicija, vai nevar izveidoties tada situacija,
kad galerists savam klientam pardod vienalga ko?

A.S-E.:Protams. Irjaruna par to, kadi ir kritériji, péc kuriem
més vértéjam to, kas ir laba maksla. Par jaunu makslu, kas mo-
déirtagad, pateikt, vai tairlaba... Sodien tas nav iespé&jams, ir
vajadzigs laika atstatums. Vieglak laikam ir pateikt, kas ir slik-
ta maksla, bet tas nenozimé, ka to neviens nepirks. Domaju,
ka divas tresdalas no ta, kas ir tirgQ, vispar nevar uzskatit par
makslu. Bet, ta kd maksliniekam un tam, ko vins rada, ir izvei-
dots “zimols” caur prestizam galerijam, kuram ir uzticiba,
tad uz to ari kolekcionari palaujas. Ka Saci sava laika izvilka
kiniesus... Tagad neviens par to vairs neSaubas. KinieSos tika
ieguldits, un tapéc ir ari interese 3ai “precei” turét cenu. Ka
tika radits Neo Rauhs. Neviens neapstrid, ka tas, ko vin$ dara,
ir lieliski. Visi atsaucas uz Leipcigas skolu. Vai kads var skaidri
formulét, kas ta ir par skolu? Domaju, tas tomér ir dazadas
lietas — maksla péc batibas un ka tiek radits makslinieka
vards, lai tas aizietu tirgl ka nepstridams luksuss.

Z.0.: Kadi ir jasu kritériji tam, kas ir laba maksla?

A.S-E.: Ir jaiziet no divam lietdm: maksla tomér nak no
amatnieciskas prasmes, un ir jabat ari Sim amatnieciskajam
rokrakstam, un tam ir jabat profesionalam; no otras puses,
ir jabat magijai, brinumam, jabat klikskim starp makslinieku
un skatitaju. Makslinieks jut netveramo, neredzamo. To es
saprotu ar vardu “magija”. Biezi jaunu makslinieku darbos re-
dzam gan pop, gan op, sava veida déja vu, tas laikam ir neiz-
bégami, tacu svarigi, lai viniem pasiem batu ko teikt, lai tas
nepaliek pozas limeni. Biju nupat Césu Makslas festivala un
tur sev atklaju Andas Laces darbus. Ar gleznotaju Arturu Bér-
zinu sastradajamies. Vinam ir ko teikt, un man prieks par to.
Principa labam maksliniekam ir jabat génijam ar savu vés-
tijumu.

Z.0.: Vai ir viegli pardot “magiju”?

A.S-E.: Tas ir loti dazadi. Nak dazadi cilvéki, un, ja es
redzu, ka vini pasi ir ieintereséti, un ja ir noticis kaut kads
kontakts, tad es méginu saprast, vai drikstu iejaukties. Ja
drikstu, tad méginu viniem to pasauli atvért un to prieku
paradit. Lidz ar to man ir jakonkuré ar visu komercialo, kas
ir ik uz stara, un ir jamak pastastit, ka 31 ir ta ista lieta un ka
jas to vél sapratisiet. Ir ari cilvéki, kas nak ar savu interjeru
iekartotajiem, un makslas darbi tiek piemekléti pie zala divana
ar mazliet kaut ko sarkanu un ar zelta malinu. Tur es nevaru
ipasi iejaukties. Tur darbojas absolati cita vértibu sistéma,
kura abstrakta maksla tiek traktéta tikai ka dekorativais ele-
ments.

Z.0.: Pédéjo gadu laika ir attistijusies makslas padom-
devéju pakalpojumi. Ka jis ka galeriste to vertéjat?

A.S-E.: Makslas padomdevéjiem ir citi mérki, un vini
strada ar nedaudz citam mérka grupam. No vienas puses,
vini nodarbojas ar kolekciju veidosanu péc uzdevuma, no
otras puses, vinus biezi aicina naudigi uznémumi veidot da-
zadus pasakumus. Biznesa vidé ir izveidojusies izpratne par
makslas pozitivo ietekmi uz tautsaimniecibu. Vacija kops
19. gs. vidus ir zinama tradicija un makslas virziens, ko sauc
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to collaborate with a Tallinn gallery, without any typical Lat-
vian heartache about it. But | haven't yet made any serious
proposals to Estonian artists, I'm trying to get a better under-
standing of present-day Estonian art.

2.0.: Could Baltic art become a united brand, or will
it remain simply the name of a geographic area?

A.S.-E.: That's hard to predict. We know that no such
united brand came about in a time as vibrant with artistic
impulses as the turn of the 20th century; it was always a
matter of individuals and influences. At the present day, the
economies of the Baltic States do not necessarily have to be
connected with socio-cultural phenomena. Before joining
the EU, the Baltic States had to meet a string of different
preconditions, which were fulfilled quickly and without any
resistance. Voluntary collaboration on a day-to-day basis is
a different matter, this is always regulated by the market it-
self, ever more conspicuously. Why should artistic expression
suddenly become unified? Last year the Riga Gallery was for-
tunate enough to be able to offer, and successfully sell, works
by Liga Purmale and Ritums Ivanovs at Sotheby’s in London
as part of the Russian contemporary art section, the label
‘LV’ being appended very modestly as a supplementary price
tag. | don't see any historical factors that might stimulate
the emergence of a Baltic brand, unless such a brand were
to come about because of pragmatic market considerations.
I think it could happen, if there were to be increased interest
and investment in the Eastern European market. It's of no
little importance that trends in art are currently moving in the
direction of authenticity: ‘cool’ is no longer in vogue. This |
see as a very big opportunity for our art. You can see it most
clearly in a different art form: in the theatre of Alvis Hermanis,
who, because of his story-telling ability, is one of the most
highly sought-after directors in Europe.

2.0.: What is it, in your view, that determines a col-
lector’s choice in favour of a particular work of art?

A.S.-E.: Their level of knowledge, their age, which gal-
lerist they end up with and how much money they are pre-
pared to spend on art. In a word, it's marketing. Once a brand
has been created, and someone famous has bought a work,
then everybody else starts buying too. That's the defining
moment. For instance, that’s how Francois Pinault created
the Jeff Koons ‘brand’, and he is still very much in demand.

Z.0.: Gallerists are often in an advantageous position
in their relationship with collectors, and can it not be that
a gallerist will sell anything whatsoever to a customer?

A.S.-E.: Of course. Then we have to consider what the
criteria are according to which we judge what is good art.
To say whether new art, which is currently fashionable, is ac-
tually good... that's impossible today, since you need some
time distance. It's probably easier to identify poor art, but
this doesn’t mean that nobody will buy it. In my view, two
thirds of what is on the market cannot even be regarded
as art. But since an artist and that which he or she creates
has acquired a ‘brand’ through the prestigious galleries that
are trusted, then collectors rely on it. Just like Saatchi came
up with the Chinese... Now nobody has doubts any longer.
An investment was made in the Chinese, and so there is an
interest in maintaining the price of the ‘product’. That's how
Neo Rauch (Rauch) was created. Nobody disputes that what
he's doing is excellent. Everyone refers to the Leipzig School.
But can anyone actually formulate clearly what this school is?
I think that in the end these are different things: art as art,
and the way an artist’s name is created so that it enters the
market as an unquestionable luxury item.

Z.0.: What are your criteria for identifying good art?

A.S.-E.: You have to start with two things: art does, after
all, come from craftsmanlike skill, and there has to be this
individual craftsman's style, which must be professional; on
the other hand, there has to be magic, a miracle, a click be-
tween the artist and the viewer. An artist senses that which
is intangible, invisible. That is what | understand to be the
meaning of the word ‘magic’. Often we see in the work of
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par Kunst am Bau (maksla uznémumos, razotnés vai sabied-
riskas telpas). Tradicijas pamata ir ideja, ka kada dala no jaun-
baves budzeta (sakotnéji tas bija 1%) tiek atvéléta makslai.
Sodien vélme atbalstit makslu pieder pie laba tona. Firmas
to saprot un gan izstada makslu savos interjeros, gan ekono-
miska vai finansiala rakstura pasakumus papildina ar makslu
tas dazadas izpausmes. Ir uznémumi, kas sniedz pastavigu
atbalstu kadai makslas vai kultiras iniciativai, tadéjadi veici-
not garigumu tira aprékina tirgd. Lielu pasakumu organizé-
$ana sadi makslas padomdevéju pakalpojumi ir |oti vértigi,
bet, teiksim, tada nisa ka gleznu iznomasana bankam — tur
atkal notiek savstarpéja konkurence ar galeristiem.

2.0.:Ir pagajis gads kops iepriekséjas sarunas ar “Stu-
diju”. Toreiz atzinat, ka Latvija makslas tirgus ta augstaka
izpratné neeksisté. Vai, jasuprat, ir notikusi izaugsme $i
tirgus attistiba?

A.S-E.: Man grati teikt, vai kaut kas ir mainijies. Uzskatu,
ka ir viens makslas tirgus, kurd més ienemam kaut kadu vietu.
Mdasu nisa joprojam ir |oti provinciala. Tam ir savi iemesli, bet
Sobrid man liekas, ka notiek atvérsanas. “kim?", pieméram, no-
tiek vienreizéjas aktivitates, bet tradicionalaja sektora atmo-
sféra joprojam paliek diezgan provinciala. Lielaka aktivitate
bija vérojama labo ekonomisko iendkumu gados, kad tika
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young artists the borrowing of elements from Pop Art and Op
Art, a kind of déja vu. | suppose there’s no escaping this, but
it's important that they themselves should have something
to say, so that it doesn’t remain at the level of a pose. Just
now | was at the Césis Art Festival, and there | discovered for
myself the works of Anda Lace. I'm working together with
painter Arturs Bérzins. He has something to say, and I'm
pleased about that. Basically, a good artist is a genius with
his or her own message.

Z.0.: Is it easy to sell ‘magic’?

A.S.-E.: It varies a great deal. A variety of people come,
and if | see that they themselves are interested and some kind
of contact has been established, then Ill try to figure out
whether it's alright for me to intervene. If it is, then I'll try to
open up that world for them and reveal the joy. This means
that | have to compete with all the commercial things that
you can find everywhere, and | have to explain that this is the
real thing and that you'll come to understand it. There are
people who come accompanied by their interior designers
and choose works to go with the green sofa, with a touch of
red and a golden edge. Then | can't really interfere. That's a
completely different system of values at work, where abstract
art is seen simply as a decorative element.

2.0.: In recent years, art consultancy has developed.
How do you view this as a gallerist?

A.S.-E.: Art consultants have different aims, and they
work with slightly different target groups. On the one hand,
they're engaged in building up collections to order, and on
the other hand they're often invited by wealthy companies to
put on a variety of events. The business community has de-
veloped an understanding of the positive economic influence
of art. In Germany, there’s been a tradition and a movement
in art since the mid-19th century that is called Kunst am Bau
(artin companies, factory premises or public buildings). This
tradition is based on the idea that some part of the budget of
the new structure (originally it was 1%) should be allocated to
art. Nowadays, a wish to support art is considered to be good
manners. Companies are aware of this, and so they display art
in their interiors, as well as supplementing economic and
financial events with art in its various expressions. There are
companies that provide continuing support for an initiative
in art or culture, thus promoting spiritual values in a market
based purely on calculation. The services of art consultants
are very useful when organising major events, but when it
comes to a niche like the leasing of paintings to banks, there
again they are in competition with gallerists.

Z.0.: Ayear has passed since your previous conversa-
tion with Studija. Back then you said that an art market in
the higher meaning of the term does not exist in Latvia.
In your view, has there been any development of such a
market?

A.S.-E.: It's hard for me to say whether anything’s
changed. | consider that there is one art market, within
which we have a place. Our niche remains very provincial.
There are reasons for this, but at the moment it seems that
an opening up is taking place. For example, kim? is engaged
in some unique activities, but in the traditional sector the
atmosphere remains quite provincial. Greater activity was
seen during the years of high economic income, when Old
Masters were actively bought and sold, and when banks and
companies created their own collections. It was a matter of
prestige for each to have their own Purvitis or Rozentals. How
authentic they all are, that's another matter, but in any case
it's all very local. For example, in a gallery in Latvia, a small
work by the Baltic German painter Johann Walter-Kurau costs
around twenty thousand lats. That's not the market price. It's
only the local market price, since his name means something
here simply because the nouveau riche sometimes want to
replace what they have on their walls. In Germany his works
have never cost that much. This indicates that the circulation
is very local, in a closed market. Our own is brought to the
fore, a kind of narcissism takes place. And there’s too lit-
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aktivi pirkti un pardoti vecmeistari, kad ari atseviskas ban-
kas un uznéméji veidoja savas kolekcijas. Tas bija prestiza
jautajums, lai katram batu savs Purvitis vai Rozentals. Neruna-
sim par to, cik vini visisti, bet tas viss ir |oti lokali. Pieméram,
baltvacu gleznotaja Johana Valtera-Kirava neliels darbs kada
galerija Latvija maksa ap divdesmit tikstosiem latu. Ta nav tir-
gus cena. Ta ir tikai vietéja tirgus cena, jo Seit vina vards kaut
ko nozimé vienigi tadé|, ka jaunbagatnieki periodiski grib ko
pie sienam mainit. Vacija vina darbi nekad nav maksajusi tik
daudz. Tas norada, ka aprite norit |oti lokala, noslégta tirga.
Tiek izcelts tas, kas ir savs, notiek tada pastiksminasanas. Un ir
par maz apmainas. Ari tas, ka galeristi séz tik loti katrs sava
ala ka zirnekli un skatas cits uz citu ar skaudibu, neveicina o
lietu. Galerista uzdevums ir ne tikai pardot, bet, ka jau teicu,
vienlaicigi veidot makslinieka zimolu. Makslinieks ir arf jaiz-
glito, jaaizsarga, jaaizstav. ST tirgus pamata darbojas infra-
struktadra ka jebkura tirgd, un Latvija tas vél tikpat ka nav. Ta
vieta, lai savstarpéji tiktos, apmainitos ar viedokliem, ar pie-
redzi, kas visiem naktu par labu, atseviski galeristi mégina
sevi nodrosinat ar péc iespéjas vairakiem uz ilgaku laiku péc
komisijas noteikumiem no maksliniekiem panemtiem dar-
biem ceriba tos pardot. Tirgus plismu un izaugsmi si vis-
vienkarsaka [imena komercija veicina minimali.

Z.0.: Vai tas ir pienemami, ka biezi vien makslinieks ir
tas, kur$ maksa galeristam, lai notiktu izstade?

A.S-E.: Es biju loti parsteigta, kad to uzzinaju.

2.0.: Veidojas situacija, kura galeristam nav nepie-
cieSams domat par savas galerijas attistibu un ir iespéjama
stagnacija.

A.S-E.: Ja, bet nav jau sperts solis uz priekSu. Jo trakst
kritikas uzmaniba, Latvija tie esat jus — “Studija” un “Kultdras
forums”, “Maksla Plus"”, kas ir vairak aprakstosa, un tas ir ari viss.
Iztrakst Rietumu kritiku viedokla, provocéjosu debasu, ne-
viens informaciju nenodod talak. Trikst iespéjas makslinie-
kiem sevi salidzinat vai pretstatit kadas izstades ietvaros Ei-
ropas méroga. Turpinot par Latvijas makslas tirgus attistibu —
paslaik ir manama tendence, ka Latvijas kolekcionari péc aktiva
iepirkSanas procesa grib savu makslu izstadit un lepoties ar
to, vini grib, lai ta k|ust par passaprotamu vértibu. Tacu ta ir
vértiba loti lokala nozimé. Vini pamazam saprot, ka ar makslu,
kas viniem pieder, ir kaut kas jadara, lai celtu tas prestizu un
lidz ar to tirgus vértibu, lai tos gribétu irét muzeji vai izstazu
organizetaji. Nedarot neko, So makslas darbu vértiba necel-
sies. Saja procesa ir jaiegulda. Un 3eit, man kiet, Lietuva jau
ir pussoli prieksa. Ja nemaldos, priekSpédéja izdevuma jus,
“Studija”, rakstijat par kadu kolekcionarus izglitojosu inicia-
tivu Vilna.

Z.0.: Ka jus definétu labu galeriju?

A.S-E.: Laba galerija, pirmkart, ir ta, kurai paveicies ar
spidosu galeristu, kas ir apveltits ar intuiciju un nakotnes
viziju. Tam jabat cilvékam, kurs prot ieraudzit, saprast un ris-
két. Otrs ir vina kontakti. TreSais — infrastruktdra, kas autu
maksliniekam justies labi, lai vins varétu stradat tikai ar vienu
galeriju un galerists makslinieku varétu materiali atbalstit. Tas
viss ir ideala varianta. Maksliniekam ir jadoma par savu mak-
slu, nevis par menedzmentu. Ja vins batu tik gudrs, ka spétu
izanalizét visu, ko galerists dara nepareizi, tad vinam neva-
jadzétu nest darbus uz galeriju. Tadé| jau ir Sis vidusposms,
kas spéj bt par starpnieku un prot laba limeni visu noorga-
nizét un parliecinat tirgu, ka vina produkts ir unikals.

2.0.: Cik liela loma ir kuratoriem visa Saja procesa?

A.S-E.: Es nedomaju, ka Latvija traktu makslas vésturnie-
ku vai kultdras teorétiku, kas spétu organizét labas izstades.
Trakst izaicinajuma. @
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tle exchange. Also, the fact that the gallerists tend to sit in
their own caves like spiders and watch each other with envy
doesn’t help matters. The gallerist’s task is not only to sell,
but, as | said before, to develop the artist's brand at the same
time. The artist must be educated, defended and protected.
This market is based on infrastructure, like any other market,
and in Latvia that’s still virtually absent. Instead of meeting
and exchanging views and experience, which would be good
for everyone, individual gallerists try to obtain from artists,
based on a system of commissions, as many works as possible
for an extended period, in the hope of selling them. This kind
of simplest-level commerce does very little to stimulate the
flow and growth of the market.

2.0.: Is it acceptable that in many cases the artist is
the one who pays the gallerist for an exhibition to be
held?

A.S-E.: | was very surprised to learn of this.

Z.0.: Asituation is evolving where the gallerist has no
need to think about the development of their gallery, and
where there is the possibility of stagnation.

A.S.-E.: Yes, but no steps have been taken. Because there
is a lack of critical attention. In Latvia it is you — Studija, as
well as [the newspaper] Kultaras forums and [the magazine]
Maksla Plus that provide some kind of description, and that’s
all there is. The opinion of Western critics is absent, and there
are no provocative discussions. Nobody carries the informa-
tion further. Artists lack opportunities to compare and con-
trast themselves in the framework of a European-scale exhib-
ition. On the subject of the development of the art market
in Latvia, there is now a discernible trend that, after an ac-
tive process of purchasing, Latvian collectors wish to exhibit
their art and show it off. They want it to obtain self-evident
value. Butit's valuable only in a very local sense. What they're
gradually coming to understand is that they have to do some-
thing with the art that they own in order to raise its prestige
and with it, the market value so that museums or exhibition
organisers will want to lease them. If nothing is done, then
the value of these works will not rise. It is necessary to invest
in this process. And in this regard, it seems to me, Lithuania
is already half a step in front. If | remember correctly, in the
issue before the last, you, Studija, wrote about an initiative
in Vilnius aimed at educating collectors.

Z.0.: How would you define a good gallery?

A.S.-E.: A good gallery, firstly, is a gallery fortunate
enough to have a brilliant gallerist endowed with intuition
and a future vision. This has to be a person capable of no-
ticing, comprehending and taking a gamble. The second
thing is contacts. The third is to have an infrastructure, so
that the artist feels good working with only the one gallery,
and the gallerist can support the artist financially. That would
be the ideal situation. Artists have to think about their art,
not about management. If an artist were clever enough to
be able to analyse everything a gallerist does wrong, then
they would have no need to take the work to a gallery. That's
why there is this middle stratum that can act as an intermedi-
ary, organise everything to a high standard and convince the
market that the product is unique.

Z.0.: How significant is the role of the curator in this
process?

A.S.-E.: | don't think Latvia has any shortage of art his-
torians or cultural theoreticians capable of organising good
exhibitions, but the challenge to do it is simply not there.



