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Celojums uz nekurieni

Imants Tillers

SKAITOT LIDZ BEZGALIBAI

“To, ka javalda skaitlim, ka imperativam jabat: “skaiti!” - kurs gan
to Sodien vairs apsSaubis?” Ta raksta Aléns Badil sava gramata
“Skaitlis un skaitli” (1990).! Ka norada Badid, skaitlis valda par
ikvienu musdienu dzives dalu: ekonomiku, politiku, zinatni, makslu.
Pietiek padomat tikai par politiskajam aptaujam, nacionala
kopprodukta aprékiniem, birzas kapumiem un kritumiem, tautas
skaitiSanu, balsoSanu Eirovizijas festivala, Zzurnalu metieniem,
galeriju apmekléjumiem, futbola rezultatiem, makslas darbu cenam
izsolés. Sis ir bezgaligs saraksts, kur skaitlu izmantoSana parstav
pieradijumus par objektivitati, kas nebltu vienkarsi viedoklis. Badil
apgalvo, ka skaitlis pat informé musu dvéseles: “Ko nozimé eksistét?
Vai tas nav vienkarsi sniegt par sevi sev labvéligu aprakstu? Amerika
sak ar to, ka stasta, cik kurS pelna, identificéSanas, kas vismaz ir

godiga.”?

Tapéc man jaatzistas, ka tad, kad 1981. gada saku stradat pie
audeklkartoniem, saku tos secigi uzskaitit un planoju to darit
bezgaligi. Kas par absurdu ideju! Un tomér - 36 gadus vélak esmu
parsniedzis 100 00O0. Pie sT pieticiga cela stabina nejdtu nedz laimi,
nedz sasnieguma apzinu, bet drizak zinamu nogurumu par noieto
celu un to, kas vél prieksa. Bezgalibas apatija! Tacu ne viss ir ta, ka
izskatas. Kad uzsaku savu ta saucamo “kartonu projektu”, es jau

biju uz tiem gleznojis un zimé&jis, un domaju, ka mani lielie sienas
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COUNTING TO INFINITY

‘That the number must rule, that the imperative must be: “count!”—
who doubts this today?’ Thus writes Alain Badiou in his book Number
and Numbers (1990).! As Badiou points out, ‘number’ governs every
part of contemporary life: economics, politics, science, art. Think of
political opinion polls, GDP figures, stock exchange falls or rises, the
census, voting for the Eurovision Song Contest, magazine circulations,
art gallery attendances, football scores, auction prices for works of
art. The list is endless, with the use of numbers representing a claim
for objectivity beyond mere opinion. Badiou declares that ‘number’
even informs our souls: ‘What is it to exist, if not to give a favourable
account of oneself? In America, one starts by saying how much one

earns, an identification that is at least honest.”?

So | have to confess, that when | started to work on canvasboard
panels in 1981, | also began to count the panels consecutively with a
view to continuing indefinitely. What a preposterous idea! And yet
36 years later | have exceeded 100,000. At my modest milestone |
don’t feel happiness or a sense of achievement but rather a degree
of exhaustion at the path behind me, and also the one still ahead. The
lassitude of the infinite! But all is not what it seems. When | began
my so-called ‘canvasboard project’ | had been painting and drawing
on them, and the idea was that my large wall pieces, made up of a
configuration of canvasboards, (for example, in a 7 x 7-board grid),

would be able to stand alone but also be part of what | have called

Audeklkartonu kaudzes Tillera studija
Canvasboard stacks in Tillers' studio

Tillera bibliotéka
Tillers' library

2016

Photo: John Barrett-Lennard
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Numuréto audeklkartonu kartésana
glezna “Apspiesta télaintba”

Map of numbered canvasboards in
Suppressed Imagery

1981

darbi, kas sastav no kartonu konfiguracijas (pieméram, 7 x 7 metru
rezgm), varétu bat pasi par sevi, bet art dala no t&, ko esmu nodévéjis
par “Spéka gramatu” (kops$ 1981) - veidojumu, kas uzkratos un
attistitos, un sastavétu no visiem kartoniem, ko es apgleznotu péc
1981. gada. SeSus gadus péc Sis estétiskas ekspedicijas uzsaksanas
es rakstiju: “Man patik domat par saviem darbiem ka milzigu
visaptvero$u gramatu, kur katrs kartons ir gramatas lappuse.” So
ideju esmu aizguvis no francu dzejnieka Stefana Malarmé (Stéphane
Mallarmé, 1842-1898), kurs 1895. gada rakstija: “Viss Sai pasaulé
eksisté tapéc, lai iekldtu gramata.”® Es piemetinaju: “Saja gramata
pienemamas visas makslas formas un visi izteiksmes veidi - no
triviala I1dz nopietnajam, no banald hdz dzilajam, no dievbijiga
[l[dz zaimojosSajam, utt. Mans nodoms ir izsmelt visas iesp&jamas
kategorijas.”* Un varbit nolému sevi nebeidzamam uzdevumam ar
pazinojumu: “ST mérka sasniegSanai es veltiu visu atlikuso mazu.”®
Neko tadu nebltu varéjis uzrakstit, ja man nebdtu bijusi agrina
interese par konceptualo makslu un ja es nebltu to praktizéjis.
Varbut tas atgadina amerikanu novatoriska konceptualista Daglasa
Heblera (Douglas Huebler, 1924-1997) darbu “Mainigais darbs nr.
70 (procesa), Globals” (1975), kura vins nolémis dokumentét “visus

dzivos”. Heblers izvirza sekojosus parametrus:
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Maintgais darbs nr. 70 (Procesa),
Globals (detala)

Variable piece #70: (In process)
Global (detail)

1975

Zelatina sudraba izdrukas un masinraksts
Gelatin silver prints and typescript

Katrs / each 94 x 94 cm;
Kopuma / overall 94 x 188 cm

Pirkums: Vital Project Inc. fonds, davinajums:
DZojsa un Roberts Manseli, Stivens un Dzenifera Rici
Purchased by the Vital Projects Fund Inc. Gift,

through Joyce and Robert Menschel, and Stephen 5 B ‘:! ﬂ ﬂ -
and Jennifer Rich, 2012
£

Metropoliténa makslas muzeja kolekcija un attélu f\ n x ‘ .
autortiesibas, Nujorka
Collection and image copyright of The Metropolitan n ' a " = e
Museum of Art, New York - m n u n ﬂ
Courtesy Art Resource, New York 2
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The Book of Power (1981-)—an accumulating and evolving entity that
would consist of all the canvasboard panels | would paint after 1981.
Six years after embarking on this aesthetic expedition | wrote: ‘I like
to think of my work in terms of a huge all-encompassing book where
each canvasboard panel is a page in the book.”® The idea comes from
the French poet Stéphane Mallarmé (1842-1898), who wrote in 1895:
‘Everything in the world exists to end up in a book.* Furthermore,
| added, ‘All modes of art can be accommodated within this book,
and all modes of expression: from the trivial to the serious, the banal
to the profound, the pious to the blasphemous, etc. My intention is
the exhaustion of all possible categories.” And perhaps | condemned
myself to an endless task when | declared: ‘I'll spend the rest of my life
working towards this goal.”> A statement like this could not have been
written without my early interest in, and background as a practitioner
of, conceptual art. It is maybe reminiscent of the work Variable
Piece #70 (In Process) Global 1975 (1975) by the seminal American
conceptual artist Douglas Huebler (1924-1997), in which he intends to

document ‘everyone alive’. Huebler sets out the following parameters:
Throughout the remainder of the artist’s lifetime he will photo-graphically
document, to the extent of his capacity, the existence of everyone alive in
order to produce the most authentic and inclusive representation of the

human species that may be assembled in that manner. Editions of this
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“Atlikusaja dzives laika makslinieks savu iespéju robezas fotografiski
dokumentés visu dzivo eksistenci, lai raditu visautentiskako un
ieklaujosako cilveku sugas atainojumu, kadu 3sada cela iespéjams
izveidot. ST darba izdevumi tiks periodiski publicéti dazados aktualos
veidos: “100 00O cilveku”, “10 000 OO0 cilvéku”, “cilvéki, kurus

makslinieks personigi pazist”, “lidzigie”, “tie, kuri parklajas” utt.”®

Savos 36 skaitiSanas gados man turpretim izdevies sasniegt
102 663 - visai nozélojami. Vai Sis skaitlis atbilst kartonu skaitam,
ko esmu $aja laika apgleznojis? Atbilde ir kategorisks “né!”. Pat jau
1987. gada es atkapos no savas sakotnéjas koncepcijas, ieklaujot
arm térauda panelus ar stiklveida parklajumu, kurus gatavoju
arhitektlras projektam - Federacijas paviljona kupola interjeram
Sidnejas Simtgades parka. Sava “Spéka gramata” es tos registréju
ar kartas numuriem 11 809.-13 248. 1987. gada rakstiju: “Péc tam,
kad biju skaitisana parsniedzis zinamu punktu, es sapratu, ka panelu
skaita varétu ieklaut art citus darbus, ne tikai kartonus, vienkarsi
pieskirot tiem kartas numuru.”” Es domaju - kapéc janem véra
tikai audeklkartons? Gramata tagad pienem visus medijus, tacu

audeklkartons turpina dominét.
PAGAIDU APMEKLEJUMI

K& manas makslas galvenajai materialajai bazei audeklkartonam
piemit dazas prieksrocibas. Tas ir mazs, viegls, stingrs, parnésajams
un vienmeér pieejams. Audeklkartons parasti tiek izgatavots, kartonu
parvelkot ar gruntétu audeklu. Dodu prieksroku firmas “Frederix”
kartoniem, tie razoti Savienotajas Valstis, bet izgatavoti Meksik3;
uznémums lepni uzsver, ka “kalpo maksliniekiem kops 1868. gada”.
Lai nu ka, jaatzimé, ka audeklkartonu patiesiba nekad nelietotu t. s.
“nopietnie” makslinieki - ja nu vienigi, lai skicétu briva daba. Létuma

dé| tas lielakoties ir amatieru iecienits materials.

Tomér, ka noradijis ¢llieSu makslinieks Euhenio Ditborns (Eugenio
Dittborn, 1943), audeklkartons jeb kartons, kadu to pazina
Eiropa, franc¢u impresionistiem bija neaizstajams lidzeklis darbam
briva daba. No Sim skicém vini vélak studija radija gleznas uz
konvencionali novilktiem audekliem. Kartoni bija procesa materials,

ka Ditborns atzimé:
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work will be periodically issued in a variety of topical modes: ‘100,000
people’, 10,000,000 people’, ‘people personally known by the artist’,

‘look-alikes’, ‘overlaps’, etc.®

In my 36 years of counting, however, | have only managed to reach
102,663—a paltry amount. And does this number actually represent
the number of canvasboards | have painted in this time? The answer
is a categorical ‘No!” For even as early as 1987 | diverged from my
initial concept by allowing the inclusion of the vitreous-enamel-on-
steel panels, which were being prepared for an architectural project—
the interior of the dome of the Federation Pavilion in Centennial Park,
Sydney. | numbered them from 11,809 to 13,248 in my Book of Power.
As | wrote in 1987: ‘After | passed a certain point in the counting |
realised that other works, not necessarily on canvasboards, could be
included in the panel count by simply being assigned a number.” |
thought, ‘Why focus exclusively on the canvasboard?’ The book now

accommodates all media, but the canvasboard continues to dominate.

TEMPORARY VISITATIONS

As the main material base for my art, the humble canvasboard has
some advantageous properties. It is small, lightweight, rigid, portable
and readily available. The canvasboard is usually made from primed
canvas mounted onto cardboard. The ‘Frederix’ brand that | prefer—
manufactured in the United States and assembled in Mexico—proudly
states that it has been ‘serving artists since 1868’. All the same, it is
worth noting that the canvasboard has never really been a product
used by so-called ‘serious’ artists other than for perhaps making
sketches outdoors. It is above all, due to its inexpensiveness, the

favoured material base for amateurs.

Nevertheless, as has been pointed out by the Chilean artist Eugenio
Dittborn (b. 1943), the canvasboard, or the ‘carton’ as it was known
in Europe, was indispensable to the French impressionists as a means
by which to capture their subjects en plein air. From these outdoor
studies they could later work up their paintings on conventionally
stretched canvases in their studios. The boards were treated as

process materials, as Dittborn writes:



“Impresionistu cartons tika apgleznoti, lai klatu par neko. Tie pavadija
plenéristus vinu pargajienos ka nepabeigtas vai neveiksmigas paliekas,
hieroglifi, vilcinasanas vai panémieni, ka aide memoires. Atgriezusies
tie valajas tumsos studiju kaktos kopa ar paletéem, fotografijam, ellas
krasu tdbinam, pukpodiem, pastkartém, cepurém, aceném, terpentina
pudelém, perno, auduma gabaliem, spiekiem, pasteliem, Sallém un
véstulém.®”

Gribu tomér uzsvért, ka tad, kad manu iztéli aizrava iespéja
stradat uz kartoniem, man nebija prata Moné (Monet, 1840-1926),
Pisaro (Pissaro, 1830-1903), Sislejs (Sisley, 1839-1899) vai jebkurs
cits impresionists. TieSi pretéji - kad pirmie kartoni vairuma tika
atgadati uz manu majas studiju (vairaki simti spozi baltu panelu,
iesainoti celofand) un kad tos novietoju vertikala greda, tie man
atgadingja amerikdnu minimalismu - varbdt kadu Sola Levita (So/
LeWitt, 1928-2007) darba elementu. Kad izklaju kartonus rezgr
uz gridas (ka baltus, tukSus panelus), tie skita Iidzigi Karla André
(Carl Andre, 1935) darbiem. Sis laikmetigas atsauces man palikusas
atming, un laiku pa laikam es tas pastiprinu, izstadot panelu kaudzi
(gan apgleznotus, gan neapgleznotus) vai veidojot konfiguracijas
uz gridas ka cienas apliecingdjumu Karlam André. Turklat tagad sava
studija es vienmér izlieku topoSos darbus uz gridas ka panelu rezgus
un tad sakrauju tos, pabeigtus vai nepabeigtus, trisdimensionalas
formacijas.

Tacu parasti Sis process ir slépts citu - vai vismaz publikas - acim.
Izstadés tie sarec vienotos objektos uz galeriju sienam, lai vélak
atkal sadalitos un parvérstos mazas apgleznotu kartonu kaudzités -
ta ir savveida skulptdra, kas vienlaikus satur un apslépj taja esosos
attélus. Ta lielakoties darbi eksisté mana studija, un ta es tos redzu.
Tadéjadi man pastavigi tiek atgadinats par manu audeklkartonu
produkcijas augoso fizisko apjomu un faktu, ka manai “Spéka
gramatai” ir gluzi taustama (un nenoliedzama) fiziska klatbatne.
Kad manas gleznas ir piestiprinatas pie sienas, es par tam domaju
ka par pagaidu apciemojumu - tie ir gaisigi attéli, kam lemts pazust
un atkal parvérsties kaudzé. Lidz ar to Sis process ir nemitigs
kondensacijas un izgarosanas cikls - ne vien fiziska, bet varbat art

emocionala un psihologiska zina.
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The cartons of the impressionists were painted to become nothing.
Unfinished or failed residues, hieroglyphics, hesitations and approaches,
they accompanied the painters of the plein air in their incursions as
aide memoires. Brought back they languished there in dark corners in
their studios, together with palettes, photographs, tubes of oil colours,
flowerpots, postcards, hats, eyeglasses, bottles of turpentine, Pernod,

pieces of cloth, walking sticks, pastels, scarves and letters.®

It must be emphasised, however, that when my imagination was
captured by the possibilities of working on canvasboards | was not
thinking of Monet (1840-1926), Pissarro (1830-1903), Sisley (1839-
1899) or any of the other impressionists. On the contrary, when the
first canvasboards arrived to my home studio in bulk (several hundred
panels, gleaming white in their cellophane packaging) and | made a
vertical stack of them, they reminded me of American minimalism—
maybe an element from a work by Sol LeWitt (1928-2007). When laid
out on the floor in a grid (as white, blank panels) they were like a work
by Carl Andre (b. 1935). These contemporary reference points have
stayed with me and from time to time | reinforce them by exhibiting
stacked panels (both painted and unpainted) or by producing floor
pieces that pay homage to Carl Andre. In my studio today, moreover,
| am constantly setting out works-in-progress on the floor as grids of
panels and then stacking them, complete and incomplete, into three-

dimensional formations.

This process, though, is generally hidden from view—or rather, the
view of the art public. Mostly my paintings coalesce into single
entities on the walls of galleries during exhibitions only to come apart
afterwards and morph into small stacks of painted panels, a kind of
sculpture that simultaneously contains and conceals an image within.
For the most part, this is how my works exist in my studio and how |
see them. Therefore, I’'m continually reminded of the growing physical
mass of my canvasboard production and the fact that my Book of
Power has a very tangible (indeed undeniable) physical presence.
When my paintings are fixed onto a wall | think of them as temporary
visitations—ephemeral images that are destined to disappear when

they become stacks again. My process thus involves a perpetual
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Miruso sala
The Island of the Dead

1982

Kartons, audekls, ogle uz 100 kartoniem
Charcoal on 100 canvasboards

No. 396-495, 254 x 380 cm

Australijas Nacionalas makslas
galerijas kolekcija, Kanbera
Collection of the National Gallery
of Australia, Canberra

Darbam ar kartoniem, protams, ir praktiskas priekSrocibas, TpaSi

viegla transportésana. Mana pirma personalizstade arpus Australijas

notika 1983. gada Matt’s Gallery Londona. lzstadiju divus liela

izméra darbus (katrs 254 x 381 cm): “Miruso sala” (1982, 32. lpp.)

un “Baltie aborigéeni” (1983, 64. Ipp.). Abus darbus iesainoja, ielika

kasté un pa parasto gaisa pastu nosltija no Sidnejas uz Londonu.

Ka pieticigi nodroSinatam australieSu maksliniekam, kurs véléjas

piedalities starptautiskaja makslas pasaulé, Sis formats man bija

Dieva davana - veids, ka parvarét “attaluma tiraniju”®, no ka cies

antipodiesi. Euhenio Ditborns, kurs ari nak no dienvidu puslodes,

So problému atrisindja, izveidojot sériju “Gaisa pasta gleznas”

(kops$ 1984), kura attéli uzdrukati, uzgleznoti, uzziméti vai pieliméti

uz tada viegla materiala, kas ir kaut kas starp gludu tekstiliju un

raupju papiru. Attéli tika salociti, iesainoti un I|&ti nosatiti uz

starptautiskajiem galamérkiem, parsvara ziemelu puslodeé.

Abos gadijumos formata prieksrocibas

ietekmeéja arT makslas

estétisko formu - medijs nav atdalams no makslas, bet pilniba ar

to sapladis. Varétu sactt, ka tas pat ir liela dala no ta, kas vispar ir

maksla. Stradajot pie kartoniem, esmu atklajis papildu prieksrocibas,

pieméram, iegriezt audekla slant ar skalpeli, nesabojajot kartonu.

L1dz ar to vairaku slanu veidoSana un maskésana ir mana gleznosanas

procesa neatnemama sastavdala. Es pat sacitu, ka otas vieta par

nenovértéjamu darbariku man kluvis skalpelis.
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Euhenio Ditborns
Eugenio Dittborn

Aviopasta glezna No. 02
Airmail Painting No. 02

1984

Fotosietspiede uz ietinama papira
Photosilkscreen on wrapping paper

175 x 145 cm

ARCO fonda kolekcija, Madride
Collection of ARCO Foundation, Madrid

Courtesy of Alexander and Bonin, New York

Photo: Bill Orcutt

cycle of condensation and evaporation—not only physical, but maybe

emotional and psychological, as well.

There are of course practical advantages to working with the
canvasboards, in particular their portability and therefore mobility.
The first solo exhibition | had outside Australia was at Matt’s Gallery
in London in 1983. | exhibited two large-scale works at 25.4 x 38.1
metres each: The Island of the Dead (1982, p. 32) and White Aborigines
(1983, p. 64). These two canvasboard works were flat-packed, boxed
up and posted by regular airmail from Sydney to London. As an
Australian artist of modest means who wanted to participate in the
international art world, the canvasboard format was a godsend—a
way of overcoming the antipodean ‘tyranny of distance’.? Eugenio
Dittborn, also from the Southern Hemisphere, solved this problem by
developing his series of Airmail Paintings (1984-), in which images
printed, painted, drawn, or mounted on a lightweight material—
somewhere between a smooth textile and robust paper—were folded
up, packaged and posted cheaply and efficiently to their international

destinations, mainly in the Northern Hemisphere.

In both our cases, the practical advantages of the format also
influenced the aesthetic form of our art—the medium is not something
separated from the ‘art’ but indeed totally integrated with it. One
could say it is even a large part of the meaning of the art. Through

working on canvasboards | have since found additional advantages,
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Mainama liktena tilts
The Bridge of Reversible Destiny

1990

Kartons, audekls, guasa, sintétiska polimérkrasa, ellas kritini,

ella; térauda paneli, stiklveida emalja; saplaksnis, guasa, sintétiska
polimérkrasa, ellas kritini

Gouache, synthetic polymer paint, oilstick, oil on canvasboards;
vitreous enamel on steel panels; gouache, synthetic polymer
paint, oilstick on plywood

7,445 audeklkartoni realizéti starp 1981 decembri un 1990 martu
7,445 panels executed between December 1981 and March 1990

Parnumuréti/ Renumbered: 21892-29336, 1180 x 279 x 140 cm

Instalacijas skats, Yuill Crowley Galerija, Sidneja
Installation view, Yuill Crowley Gallery, Sydney

“PASPER VIENU SOLI'”

1990. gadad veidoju instalaciju izstadei “Yuill/Crowley” galerijai
Sidneja. Nosaucu to “Mainama liktena tilts”, tapat ka slavena japanu
un amerikanu makslinieka un arhitekta Susaku Arakava (Shusaku
Arakawa, 1936-2010) projektu. Mans darbs sastavéja no sienai
piestiprinata kartona gleznojuma, kura dominéja divi milzigi burti
“I” un “T” - mani iniciali. Attéla bija arT rotéjosi cilindri ar starveida
[Tnijam - divi no Arakavas galvenajiem motiviem (142. lpp.). Abas
gleznas pusés uz gridas bija grédas ar pabeigtiem gleznojumiem,
no kuriem vecakie bija datéti ar 1982. gadu, un térauda un stikla
emaljas darbiem. Tie kontrastéja ar pamatigu tuksu, baltu audekl-
kartonu kolonnu. Instalacijas izméri bija 1,8 x 2,79 x 1,4 metri,
un taja ietilpa visi paneli nostudijas un galerijas noliktavas. Sim
darbam sanumuréju visus elementus no 21 892 lidz 29 336, kas
noziméja parnumurét visus ieprieks “pabeigtos” darbus. Tadéjadi

“Spéka gramatas” darbu skaits uzreiz pieauga par 7 445.

AplUkojis So darbu Sidneja, Documenta IX (1992) makslinieciskais
vaditajs Jans Hoets (Jan Hoét) ieteica: “Sper vienu soli!” Skiet, vins
uzskatija, ka man vajadzétuizlemt, vai esmu gleznotajs vai instalaciju
makslinieks. Tacu biju gan viens, gan otrs jau septindesmitajos
gados ar diviem sarezditiem liela méroga darbiem, kas sastavéja no
daudzam dalam: “Inerces momenti” (1973, 108.-109.) un “Sarunas
ar ligavu” (1975, 60.; 110. lpp.). Paradoksala karta mana interese par
ta laika avangarda idejam - konceptualo makslu, postpriekSmetisko

makslu un makslas dematerializaciju - nenoziméja, ka neturpinaju
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such as the ability to cut into the image at the top canvas layer with
a scalpel without destroying the integrity of the cardboard below.
Hence layering and masking have become integral to my painting
process. | would go so far as to say that the scalpel rather than the

paintbrush has become my most invaluable tool.
‘TAKE ONE STEP!

In 1990 | produced a single work, an installation, for an exhibition at
Yuill/Crowley Gallery in Sydney. | called it The Bridge of Reversible
Destiny after a project by the renowned Japanese-American artist
and architect Shusaku Arakawa (1936-2010). My work consisted
of a wall-mounted canvasboard painting dominated by two giant
letters: the ‘I’ and 'T’ of my initials. The imagery also included rotating
cylinders with radiating lines, two of Arakawa’s key motifs (p. 142).
Placed on the floor below, sitting on both sides of the wall painting,
were assortments of stacks that included completed paintings
dating back to 1982 and works of vitreous-enamel on steel. These
contrasted with a substantial column of blank, white canvasboards.
The installation measured 11.8 x 2.79 x 1.4 metres and it assembled
all the panels available to me at that moment from my studio and
the gallery stockroom. For this work | numbered all the elements
from 21,892 to 29,336, which involved renumbering all the previously
‘completed’ works. Thus the counting for The Book of Power made a

quantum leap of 7,445 in one presentation.

Jan Hoét, the artistic director of Documenta IX (1992), viewed the
work in Sydney and told me to ‘Take one step!” | think he meant that
| needed to decide whether | was a painter or an installation artist.
But | had already managed to be both during the 1970s with two
complex large-scale installations of many parts: Moments of Inertia
(1973, pp. 108-09) and Conversations with the Bride (1974-75, pp.
60; 10). Paradoxically, my interest in the avant-garde ideas of that
time—conceptual art, post-object art, and the dematerialisation of
art—had not precluded my persisting with an aspect of painting.
For me, these approaches did not seem to be mutually exclusive;

rather, they prompted a consideration of what was foregrounded and

Susaku Arakava un Madelina Dzinsa
Shusaku Arakawa and Madeline Gins

Eliptiskais lauks, “Mainama liktena vieta”,
Joro apgabala parks (18, 100 km?), Gifu
prefektdra, Japana

Elliptical Field, Site of Reversible Destiny,
Yoro Park (18,100 square metres), Gifu

Mainama liktena birojs (interjers) “Mainama
liktena vieta”, Joro apgabala parks, Gifu
prefektdra, Japana

Reversible Destiny Office (Interior), Site of
Reversible Destiny, Yoro Park, Gifu

1997

Courtesy of the Site of Reversible Destiny
Yoro Park

© 1997 Estate of Madeline Gins

Reproduced with permission of the Estate
of Madeline Gins



gleznot. Man neskita, ka $1s pieejas bUtu nesavienojamas; tas lika
pardomat, kas liekams priekSplana un kas fona. Tiesa, neatlaidigi
darbojoties gleznieciba, es jau tolaik (par katru cenu) izvairijos no
apaksramim uzstiepta audekla. Patiesiba vairak neka 40 gados,
kop$ stradaju maksla, bls mazak par duci gadijumu, kad esmu

izmantojis Sadu audeklu!

Audeklkartonu tehnika arT |ava materialus lietot otrreiz. Tadéjadi
tas bija |oti vienkarSs veids, ka pilntba vai daléji inkorporét jau
pastavosus darbus. “Spéka gramatas” aizsakumos Sada atkartota
darbu izmantosSana bija parasta lieta. TieSi ta notika ar darbiem
“Patafiziskais cilveks” (1984, 61. Ipp.) un “Koka sirds” (1985, 66.-
67. Ipp.), kur otrreiz izmantotie paneli koptélam pieskir detalas,
enerdiju un sarezditibu. Parnumuréto darbu ieklausana paatrina
“Spéka gramatas” skaitiSanas procesu. Visatrak, protams, tas
batu, klGstot par “instalaciju makslinieku”, ka ieteica Jans Hoets -
parnumuréto instalaciju seciba, kas palielinatu skaitu par daudziem
tOkstoSiem, bltu efektivaks un iespaidigaks veids neka desmiti
vai simti, kas tiek panakti, apgleznojot paneli péc panela. Tomér,
ja atskatos uz pédéjiem 36 gadiem, Skiet, blsu nevilus sekojis
Malarmé “apvalditas darbibas” principam, jo skaitiSana pati par sevi

nav manas makslas primarais mérkis.
NO PERIFERIJAS PERIFERIJAS

1996. gada kopa ar gimeni parcélos no Sidnejas uz Kimu, nelielu
iekSzemes pilsétinu Australijas dienvidaustrumos Sniegoto kalnu
piekajé, kas nereti ir Jaunas Dienvidvelsas aukstaka vieta. Tas nu
bija celojums uz nekurieni! Neilgi péc tam atklajam, ka, lai parvarétu
mdsu jaunas majvietas negaidito izolétibu, més biezak bdsim cela
uz Sidneju un citam vietam. Lai produktivak izmantotu laiku - nemot
Vveér3a, ka ilgstosi blsu prom no savas studijas -, es aizsaku projektu ar
nosaukumu “Dieniskie pétijumi” (kops 1996, 40.-43. Ipp.). Koncepts
bija pavisam vienkarss - uz parastam A4 lapam izdarisu piezimes,
kas varbut tiks ieklautas mana praksé - skices, pardomas, izvilkumi
no gramatam, attélu fotokopijas utt. Tagad jau sakrajusies sesi

thkstosi t. s. “dienisko pétijumu” (lappusu skaits atbilst aptuveni
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backgrounded. It is worth noting, moreover, that my persistence with
painting avoided the traditional format of a stretched canvas (at any
cost) then as it does now. Indeed in the totality of my oeuvre, over
40 years, there would be fewer than a dozen occasions where I've

employed a stretched canvas!

Another consequence of working on canvasboards was that | could
reuse my own panels. Therefore, it was very straightforward to
incorporate, wholly or in part, already existing works. In the early
days of The Book of Power, such recycling was commonplace in my
works. This is very much the case with Pataphysical Man (1984, p. 61)
and Heart of the Wood (1985, pp. 66-67) in which the recycled panels
give detail, energy and complexity to the overall images. Also, by
being renumbered, their inclusion accelerates the counting process
for The Book of Power. The fastest way to accelerate it of course
would have been to become an ‘installation artist’ as Jan Hoét may
have been suggesting—a succession of renumbered installations,
each increasing the count by many thousands, would be far more
efficient and impressive than the dozens or hundreds achieved in the
more painstaking process of painting panel by panel. Looking back
over the last 36 years, however, | seem to have been inadvertently
following Mallarmé’s maxim ‘restrained action’, for counting is in and

of itself not the primary objective of my art.

FROM THE PERIPHERY OF THE PERIPHERY

In December 1996, | moved with my young family from Sydney to
Cooma, a small inland town in south-eastern Australia, near the
foothills of the Snowy Mountains, often the coldest place in the state
of New South Wales—a journey to nowhere if ever there was one! Not
long after, we discovered that to overcome the unexpected isolation
of our new home, we were going to be more frequently on the road
to Sydney and elsewhere. To make this time more productive, since |
would be away fromm my studio for extended periods, | began a project
that | called Daily Research (1996, pp. 40-43). The concept was
simply that on standard A4 sheets of paper | would make notes that

might inform my practice—sketches, musings, extracts from books,



80 procentiem dienu taja perioda), un katra lapa ieguvusi kartas
numuru ka dala no “Spéka gramatas”. Saja nelielaja apaksnodala

patiesi “viss pasaulé eksisté tapéc, lai noklGtu gramata”.

Audeklkartona mobilitatei atbilst antipodu makslinieku mobilitate.
Nemot véra Australijas un Jaunzélandes geografisko izolaciju no
makslas pasaules tradicionalajiem centriem, So valstu makslinieki
kluvusi par bezbailigiem celotajiem. Mds nepavisam nebiedé 20 un
vairak stundas lidmasina (saspiestiem ka Rigas Sprotém bundza),
lai sasniegtu Eiropu vai Ameriku. Nevar gan sacit, ka eiropiesi vai
amerikani noteikti atbild ar to pasu. Labi atceros, k& péc manas
izstddes 1986. gada 42. Venécijas biennalé® Nikolass Logsdeils
(Nicholas Logsdail) no “Lisson Gallery” mudinaja mani parcelt
gimeni uz Londonu, jo stradat ar makslinieku, kurs dzivo Australija,
esot neiespéjami - “par daudz talu”. Maniem latviesu vecakiem ka
parvietotajam personam 1949. gada tiesi tas bija dzinulis braukt
uz Australiju. Es piedzimu Sidneja 1950. gada un pavadiju bérnibu
STs toposas pilsétas dienvidu nomalé, vieta, ko sauca par Silvanijas

augstumiem.

Pardzivojis karu Eiropa un ta sekas ltalija, izcilais 20. gadsimta
makslinieks Dzordzo de Kiriko (Giorgio de Chirico, 1888-1978)
kopa ar sievu lzabellu Pakscveru Faru (Pakszwer Far, mirusi 1991)
parcélas uz dzivokli slaveno Spanu kapnu pakajé Roma, kur vins
dzivoja un stradaja lldz pat navei 1978. gada. Tagad tur atrodas
DZordZzo un lzas de Kiriko fonds, kas ir svariga dala no mdsu
ikgadéja svétcelojuma uz Romu. Katru dienu apméram 30 gadus,
vai nu no rita vai pievakaré de Kiriko iznaca no studijas, izgaja uz
trases un ietvéra skatiena Svétas pilsétas panoramu. Stavédams aiz
margas gluzi ka kapteinis kuga prieksgala, vins pazinoja, “Te nu es
esmu, pasaules centra centra.””

Katrs makslinieks grib, lai vinu ievéro, tacu daziem nav ta laiméjies
kd Dzordzo de Kiriko. Daziem izciliem maksliniekiem bijis par
sevi jaatgadina, dzivojot |oti attalas vietas, varétu sacit, periférijas
periférija. (Es biezi vien apbrinoju jaunzélandieSsu makslinieka

Kolina Makkaona (Colin McCahon, 1919-1987) noSskirtibu no
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photocopied images, etcetera. | have now compiled over 6,000
pages of so-called ‘daily research’ (the number of pages represent
around 80 per cent of days over that period) and each page has been
numbered as part of The Book of Power. Here, literally, in this little

subset, ‘everything in the world exists to end up in a book’.

The mobility of the canvasboard is echoed by the mobility of
antipodean artists. Because of Australia’s and New Zealand’s
geographic isolation from the traditional centres of the art world,
artists from both countries have become intrepid travellers. We think
nothing of spending 20 hours or more in an aeroplane (like Riga
Sprats in a tin can) to reach Europe or America. Yet this is not an
attitude necessarily reciprocated by Europeans or Americans. | well
recall, following my showing at the 42nd Venice Biennale in 1986,°
Nicholas Logsdail of Lisson Gallery urging me to move my family to
London for, according to him, to work with an artist in Australia was
impossible—‘it’s too far away’. To my Latvian parents, as displaced
persons in 1949, this was the very reason to come to Australia. | was
born in Sydney in 1950 and spent my childhood on the southern

fringe of this fledgling city at a place named Sylvania Heights.

Having survived war in Europe and its aftermath in Italy, the great
twentieth-century artist Giorgio de Chirico (1888-1978) moved with
his wife, Isabella Pakszwer Far (d. 1991), to an apartment near the
base of the famed Spanish Steps in Rome, where he lived and worked
until his death in 1978. It is now the location for the Giorgio and Isa de
Chirico Foundation and an important part of our yearly pilgrimage to
Rome. Every day for almost 30 years, either in the morning or early
evening, de Chirico would walk out of his studio, onto the adjoining
terrace, and take in the panoramic views of the Holy City below.
Standing behind a railing like the captain at the prow of his ship, he

would declare, ‘Here | am in the centre of the centre of the world."

Every artist wants to be noticed but some are less fortunate than
Giorgio de Chirico. Some great artists have had to make their
mark despite working in very isolated places, one could say at the

periphery of the periphery. (I often marvel at the isolation of New

—40.-43. lapaspuses
P. 40—43

Imants Tillers
Ikdienas pétijumi
Daily Research
2015

Papirs, zZimulis
Pencil on paper

Katrs/ each 29.7 x 21 cm
No. 99061; 94064; 94069; 94071



(e Ten,_nesesioce vey )

RETURN To RULA

& DILE OF CouRLAND
[ MicHREL HRMSFIELY ]

REVERSIBLE BESTINY

WE
HAVE
DHE D> €%
RO
<o DE

27 AvGuST 2e(§, oW THE Spmd, JuriMacy
4406\



(Es 1R o*raS}

\//

N\

L
AN

{1 o ANOTHER ]
(_gg ESMV oTRS)

[ Fvom 6"—3»«'\ Lesoh and B ]

N\GTZscv\E A
,_————/_'_-‘-‘
(r‘S\

& SuPFoSE TRUTW 1% & WoMAR ~ WHAT THEN °.

ISN'T @ IT Al BT To SVSPECT THAT Al

PHILOSOFHERS | INSOFAR AS THEY WERE DOGMATISTS,

HAVE HAD TROUALE UNDBERSTAMBING WOMEN 2

PRECSECY TO BE AWAKE

= e T

WE  WHOSE TaSk 1S
o — — —

—

poveikiy » Jelaava Righw
raet C b pproaiiving Thw\inﬁ-’-dvm)

LG AJGUST 201S. Ribkhk 14064



Eli4n Amsone

& THE SEARCH Fowr FoRMmsS oF mbwnkvﬂt\gicitig_
SPIRITOAUITY 1N LATVIAN ART (440 - 2012) B

(p. s2)

N 1
\554_:5‘: N META-EMP)R\CAL BEINGS

ILMARS BLUMBERGS,
- v
TLATVISKAS MANYALAS

Contept /AT7Y

T'd'J'Av\a\ Ky Ve fcov a

q4064
2 SEPTEMBER 2015, RIGA



VILHELMS PV RUTTS

watueg SPERKS
[ vakn RUNA ]

B werim $F WHAT 15 IR EIRSITELY LoSE AT Hand

CECausE oF Your COVENANT WITH DESoL AN

AizSAULE
SAULRRNST)

4 SepTEMPER 2015, RiGA
4407



Imants Tillers un Maikls Nelsons Dzagamara
Papunja

Imants Tillers and Michael Nelson Jagamara
at Papunya

2017
Photo: Michael Eather

arpasaules Murivai!) Australijas makslas vésturé ir vairaki Tpatnéji
virzieni, kas radusies attalas vietas. Par spiti mlsu aizvien pieaugo-
Sajai savienotibai, kaut kas produktivs saglabajas geografiskaja
izolétiba, pieméram, mans pirmais celojums uz Papunju Australija

2017. gada aprill. Tagad varu deklarét: “Esmu bijis Papunja.”
SASNIEDZOT NEPIEEJAMIBAS POLU

Papunjairtalina, neliela apdzivota vieta Australijas Ziemelu teritorija.
Tur ir ap 400 iedzivotaju, parsvara Australijas iezemiesi, daudzi no
Pintupi vai Luritja grupas.? Parsteidzosi, ka saskana ar 2016. gada
tautas skaitiSsanu valdosa religija Papunja (tapat ka Latvija) ir
luteranisms - par luteraniem sevi uzskata 78,7 procenti iedzivotaju.
Varlpiri cilts ievérojams loceklis un Papunjas vecakais, ka arT mans
sens lidzstradnieks makslinieks Maikls Nelsons Dzagamara (Michael
Nelson Jagamara, 1949) gan nav viens no tiem - kad apvaicajos,

vins atbildéja, ka esot baptists.

Papunja ir vistuvakais ciemats Australijas kontinentalajam nepie-
ejamibas polam. Oksfordas anglu valodas vardnica “nepieejamibas
pols” skaidrots sadi: “(Sakotnégji) vieta Arktika, kas ir peldoso un tad
kopa sasaluso ledus gabalu centra, [T1dz ar to visgritak sasniedzama
pa jaru; atbilstoss punkts Antarktida; (vélak art) punkts uz
kontinentalas sauszemes, kas atrodas vistalak no piekrastes.””
Uz Papunju tas attiecas pédéja nozimé. Noskirtibas ideja kluva
nozimiga, kop$ 20. gadsimta septindesmito gadu sakuma Papunja
paradijas neiedomajama australieSu makslas kustiba, pazistama ka
Rietumu tuksnesa gleznieciba jeb Papunja Tula maksla, kas izraisija
monumentalu kultlras parbidi no austrumkrasta pilsétam Sidnejas
un Melburnas, kuras bija bijusas nozimigakie Australijas makslas
centri, uz mazapdzivotajiem Australijas vidienes tuksnesSiem un ar
laiku arT uz citam attalam Australijas vietam. K& nesen atzina Dzons
Kins (John Kean), “KultGras ainava seismiskas parbides notiek
tikai retumis, un darbi, kas radusies sados brizos, ieglst mistikas
nokrasu, kas parsniedz to individualos makslinieciskos nopelnus.”™
Talak Kins apraksta, ka jau paSiem pirmajiem tuksnesa

gleznojumiem piemit Tpasa kopiga energija, kas atbrivota to
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Zealand painter Colin McCahon [1919-1987] at Muriwai!) The story
of Australian art includes a series of idiosyncratic movements borne
of regional and remote places. For all our increased connectedness,
there remains something productive in our geographical isolation,
hence my journey for the first time to Papunya in Australia in April

2017. | can now declare: ‘| have been to Papunya.’
REACHING THE POLE OF INACCESSIBILITY

Papunya is a small remote community in the Northern Territory,
Australia. The community is made up of approximately 400 people,
the vast majority of whom are Indigenous Australians, many originally
from Pintupi and Luritja groups.”? Surprisingly, according to the 2016
Census, the predominant religion at Papunya (like in Latvia) is Luthe-
ranism, with 78.7 per cent of the population identifying as such.
Senior Warlpiri Tribesman and Elder of the Papunya Community,
and my long-term collaborator, the artist Michael Nelson Jagamara
(b. 1949), is not one of those, however—when | inquired on my visit,

he identified as a Baptist.

Papunya is the closest town to the Australian continental pole of
inaccessibility. The Oxford English Dictionary defines a ‘pole of
inaccessibility’ as: ‘(Originally) the place in the Arctic that is in the
centre of the packice, and so hardest to reach by sea; a corresponding
point in the Antarctic; (later also) a point in a continental landmass
that is furthest from any coastline.™ It is in this latter sense that the
term relates to Papunya. The idea of remoteness is significant since
the incredible Australian art movement known as Western Desert
Painting or Papunya Tula Art that emerged at Papunya in the early
1970s produced a monumental cultural shift from the Eastern coastal
cities of Sydney and Melbourne, where hitherto most of the significant
Australian art had been produced, to the sparsely inhabited deserts
of Central Australia and, eventually, to other remote locations
throughout Australia. As John Kean recently noted, ‘Seismic shifts
occur infrequently on the cultural landscape, and works produced at
such rare moments accrue mystique over and above their individual

artistic merit.* Kean goes on to describe how the very first desert



radiSanas bridr:

“Tradicionalaja konteksta nebltuiespé&jama sadatiksanas starp cilvékiem
ar dazadu dzives pieredzi un no tik attalam valsts vietam. Neatkartosies
vairs tads attélu krasnums, kads uzplauka Viru gleznoSanas istabas
siltumnicas apstaklos - Sai valdibas apmetnes Nisena bidda Papunja
Ziemelu teritorija. Jo Sie darbi tika raditi laika, kad pirmo reizi atklaja

episkas dziesmu linijas, kas vieno aborigénu Australiju.”™®

Tagad, kad pagajusi 40 gadi, més bez kadam Saubam varam
apgalvot, ka Australijas vienlgais originalais devums 20. gadsimta
pasaules makslas vésturé ir Australijas iezemiesu maksla, kas
aizsakas ar Papunjas Tulas virzienu 1971. gada. Tas uzskatami
redzams visaptverosaja gramata “Maksla. Viss stasts” (2010), jo
Papunjas makslinieki ir vienigie, kas parstav Australiju pasaules
maksla no 75 tUkstoSiem gadu pirms mdasu éras lidz madsdienam.
Maikls Nelsons Dzagamara bija Papunjas kustibas otra vilna
dalibnieks, un minétaja gramata publicéts un analizéts vina darbs
“Pieci stasti” (1984, 196. lpp.). Varblt mazliet parsteidzosi, ka tur
paradas ari mans darbs “Devini $avieni” (1985, 65. Ipp.) - ka savveida
maza zemsvitras piezime Dzagamaras darbam ar nosaukumu
“Piesavinata maksla”® Tam par iemeslu ir fakts, ka mans darbs
ieguva gan slavu, gan neslavu, kad citéju un parveidoju elementus
no Dzagamaras originala. Tac¢u §Tmana 1985. gada klime (aborigénu
attéla neatlauta piesavinasanas) vélak, 2001. gada, noveda pie
garas un augligas sadarbibas ar Maiklu Nelsonu DZzagamaru, un més
sadarbojamies joprojam. Dazi to sauc par “izligumu ar sadarbibas
palidzibu””. Astondesmito gadu sakuma eksperimentéju ar tolaik
SokéjoSo piesavinasanas taktiku ka panémienu, lai izprastu un
pétitu savas pozicijas makslas plasaja vésturé un ainava, tacu, kas
sadarbiba ar Dzagamaru novedusi pie pastavigas un savstarpéjas
sap1sanas. Klumes un klUdas ir svarigas. Ka rakstijis Novaliss, “K|tda
ir neaizstajams patiesibas instruments. Ar klGdu es veidoju patieso.
PilnTga klGdas izmantosana - pilniga patiesibas iegtsana.”® Lak, §T
iemesla dé| es devos uz Papunju pie Maikla Nelsona Dzagamaras un

vina gimenes, un tas bija celojums uz nekurieni.
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paintings share ‘a particular energy that comes from the moment of
their creation’

The meeting of men with differing life experiences, and originating from
such a wide swathe of country, would not have occurred in the traditional
context. The efflorescence of imagery that struck in the hothouse
conditions of the Men’s Painting Room—a Nissen hut in the government
settlement at Papunya in the Northern Territory—will not be repeated.
For these works were created at the time when the epic songlines that

connect Aboriginal Australia were first unveiled.”

More than 40 years later, we can see without doubt that the only
entirely original contribution Australia has made to the history of
world art in the twentieth century is Australian Indigenous art, which
begins with this very same Papunya Tula movement in 1971. The
recent comprehensive survey publication Art: The Whole Story (2010)
bears this out most graphically, as Papunya artists are Australia’s only
representation among artworks made between 75,000 B.C and the
present, from all over the world. Michael Nelson Jagamara was part
of the second wave of the Papunya movement and indeed it is his
work Five Stories (1984, p. 196) that is featured and analysed in the
book. Perhaps surprisingly, my work The Nine Shots (1985, p. 65) also
appears as a kind of small footnote to Jagamara’s work under the
heading: ‘Appropriation Art’® The reason is that my painting became
simultaneously famous and infamous when | quoted and scrambled
elements from Jagamara’s original. But what was a mistake on my
part in 1985 (the unauthorised appropriation of an Aboriginal image)
led later, in 2001, to the beginnings of a long and fruitful process of
collaboration with Michael Nelson Jagamara, which still continues today.
Some have described this as ‘reconciliation through collaboration’.
Initially, in the early 1980s, | was experimenting with the then-shocking
tactic of appropriation as a means to unpack and explore my position
within art’s vast history and landscape, but in the case of my work
with Michael Nelson Jagamara, it has led to an ongoing and mutual
entanglement. Errors, mistakes, are important. As Novalis has written,
‘Error is the indispensable instrument of truth. With error | make

truth. The complete employment of error—the complete possession



Karaostas apmekl&jums, Latvija
Visit to Karosta, Latvia

2017

Photo: Jennifer Slatyer

ATRODOT ZEMI, KAS NEEKSISTE

Vienam celojumam seko nakamais. AprilT Papunja; maija Karosta -
tadas ir musdienu dzives pretrunas un iespéjas. Kur ir Karosta?
Karosta ir neliels krievu anklavs pie Baltijas jdras Latvijas rietumu
piekrasté netalu no Liepajas, kur dzimusi un bérnibu pavadijusi
mana mate. Vina noléma atstat Liepaju astonpadsmit gadu vecuma
1943. gada, glabjoties no gaidama brutalds padomju armijas
iebrukuma Latvija Otra pasaules kara beigas. Vina domaja, ka péc
kara atgriezisies, tacu savus vecakus ta ari vairs nekad neredzéja.
1976. gada més ar sievu Dzeniferu Slatjeru (Jennifer Slatyer) pirmo
reizi apmekléjam Latviju. Tallt gan japaskaidro, ka tolaik tadas
“Latvijas” nemaz nebija. Ta bija dala no Padomju Savienibas un
tapéc pasaules kartés netika atseviski ieziméta. Kaut gan latvieSu
valoda bija mana dzimta un anglu - otra valoda, manai latvieSu
izcelsmei Australija bija tik maz nozimes, ka pat neapzinajos, ka
esmu divvalodigs, Ildz man jau bija pari divdesmit. Manas latvieSu
valodas lasiS8anas iemanas 1976. gada nenoderéja ari Riga - ielu

nosaukumi, norades un kartes bija kirilica.

1975. gada mates tévs vél bija dzivs un dzivoja Liepaja, tacu mums
nebija iespéjams vinu apciemot (mums bija telefona saruna).
lebraukt Liepaja arzemniekiem bija stingri aizliegts, un tagad zinu
iemeslu - Liepaja bija Karostai tuvaka pilséta. Lidz ar to Karosta
bija cita veida “nepieejamibas pols” - tiesa, piekrasté un liela
meéra neredzams, jo Karosta bija padomju zemudenu flotes baze.

1976. gada par Karostu gan nebiju pat dzirdéjis.

Pirmo reizi STs slepenas militaras pilsétinas vardu izlasiju kanadiesu
rakstnieka Zana Pola Kofmana (Jean-Paul Kauffmann) gramata
“A Journey to Nowhere: Detours and Riddles in the Lands and
History of Courland” (2009) (“Kurzeme... franctza acim”, Zvaigzne
ABC, 2011).° Lasiju So gramatu, lidojot uz Rigu 2015. gada - tas
bija pirmais apciemojums péc 22 gadu partraukuma. Kofmanu
mazak interesé muisdienu Latvija vai abas kara laika okupacijas -
vinu aizrauj sena vaciesu klatbatne: teitonu ordena bruninieki, kas

nodibinaja Rigu 1201. gada, un vinu péctedi, kuri laukos sablvéja
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of truth.” It is for this reason that | went to Papunya to visit Michael

Nelson Jagamara and his family—and took a journey to nowhere.

FINDING A LAND THAT DID NOT EXIST

After one journey, comes another. April in Papunya; May in Karosta—
such are the conditions, contradictions and opportunities of modern
life. Where is Karosta? Karosta is a small Russian enclave by the Baltic
Sea on the Western Coast of Latvia near the city of Liepaja—where
my mother was born and spent her childhood. My mother decided to
leave Liepaja as an 18-year-old in 1943, fleeing the imminent advance
of the brutal Soviet Army into Latvia during the last years of World
War Il. She thought she would return after the war, but she never saw
her parents again. In 1976, | visited Latvia for the first time with my
wife Jennifer Slatyer. It needs to be qualified, however, that at the
time ‘Latvia’ as such did not exist. It was part of the Soviet Union and
therefore did not appear differentiated in any way on world maps.
Although Latvian was my first language and English my second,
being of Latvian descent in Australia was of such little consequence
that | did not register | was bilingual until | was in my twenties. Being
able to read Latvian did not help in Riga in 1976, either—all the street

signs, directions, and maps were in Russian Cyrillic.

In 1975 my mother’s father was still alive and residing in Liepaja but it
was impossible for us to visit him (I did speak to him on the phone).
Entry was strictly forbidden and the reason, | now know, was that
Liepaja was the nearest city to Karosta. Karosta was thus another
kind of ‘pole of inaccessibility’ but one that was necessarily coastal
and for the most part invisible, for Karosta was the naval base for the

Soviet submarine fleet. In 1976, | had not even heard of ‘Karosta’.

| first came across the name of the secret military town in A Journey
to Nowhere: Detours and Riddles in the Lands and History of Courland
(2009) by the Canadian author Jean-Paul Kauffmann.”® | read this
book on my flight to Riga in 2015. It would be my first visit after
an absence of 22 years. Kauffmann is less interested in present-day
Latvia, or the country’s wartime occupations, than he is in an ancient

Germanic presence: the Teutonic Knights who founded Riga in 1201



Karaostas apmekléjums, Latvija
Visit to Karosta, Latvia
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pilis, tai skaitda Kurzemes hercoga rezidenci. lekams Kofmans
pirmo reizi ieradas Kurzemé devindesmito gadu sakuma, vinam
bijusi dazi “izpladusi priek$stati no gramatam - no Zila Verna “A
Drama in Livonia” (“Drama Livonija”, 1893) un Zorza Simenona
detektivromana “Pietr-le-Letton” (“Péteris Latvietis”, 1931).2° Par
spiti Sim fokusam uz sendienam, Kofmana gramata atainota art no
jauna neatkarigas Latvijas postsovjetiska postaza, kuru es savam
acim ieraudziju 1991. gada oktobrT (tdlit péc tam, kad Latvija bija
pasludinajusi neatkaribu no brikosas Padomju Savienibas) un péc
tam 1993. gada, kad Latvijas Nacionalais makslas muzejs mani

uzaicinaja sarikot izstadi “Diaspora”.

Sakotnéji mani intereséja Kofmana Liepajas apraksti, jo ta bija
manas mates dzimta pilséta, kuru mums ar Dzeniferu nelava
apmeklét 1976. gada. 1904. gada, kad pilsétu vél sauca Libau, tieSi
no turienes krievu flote devas uz Japanu - vairak neka septinu
ménesu celojums, kas beidzas ar katastrofalu Krievijas sakavi. Tacu
vislieldako zinkari un vélésanos tur nokl|Gt man izraisija Kofmana
stasts par Karostu, kas atrodas dazus kilometrus uz ziemeliem no
Liepajas. Karosta bija reiz varenas, bet tagad sabrukusas Padomju
Savienibas lieciba un apliecinajums, ka vecaki darija pareizi, atstajot
Latviju ceriba uz labaku dzivi. Atceréjos, ka 1976. gada brauciena
uz Rigu jutos pateicigs, ka esmu piedzimis ka australietis. Kofmans

apraksta régainu ainavu:

“Jaras klaida nogrimusi kugi. Tie nogrimusi, tacu [..] Gdens virspusé
régojas vraki .. Karosta [..] bija padomju impérijas otr[a] lielak[a]
kara flotes baze ar divdesmit seSiem tdkstosSiem viru. 1994. gada
pirms aizieSanas no Kurzemes krievi nogremdéja visus kugus un
zemUdenes, ko nevaréja aizvest Iidzi. Daudzi karakugi dus jaras
dziluma, un nav iesp&jams uzzinat to skaitu. Stasta, ka nogremdétas
pat atomzemdidenes. [..] Piekraste, ko agrak klaja nocietinajumu
konstrukcijas, paver tuksnesigu ainavu. Kazemati, blokmajas, tornisi ir
iznicinati, tacu nav pazudusi, gluzi otradi, saplositus, sadauzitus daléja

izniciba tos padara vél uzkritosakus un drausmigakus.”?

Mlsu apmekléjuma laika 2017. gada maija to redzéjam ari meés.
Un tuvéja ciemata - anklava, kas vél aizvien lielda méra noskirts no

arpasaules, - parliecinajamies, ka cits Kofmana apraksts - “noplu-
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and their descendants, who built castles in the countryside including
that of the Duke of Courland. Before Kauffmann visited Courland (in
Latvia) in the early 1990s he had ‘a few vague impressions gleaned
from the books: A Drama in Livonia [1893] by Jules Verne and a crime
novel Pietr-le-Letton by Georges Simenon [The Strange Case of Peter
the Lett (1931)].2° Despite its ancient focus, Kaufmann’s book also
captures the post-Soviet desolation of the newly-independent Latvia,
which | also saw firsthand in October 1991 (immediately following
Latvia’s declaration of independence from the crumbling Soviet
Union) and then again in 1993 when the Latvian National Museum of

Art invited me to stage my exhibition Diaspora.

| was initially interested in Kauffmann’s descriptions of Liepaja, my
mother’s birthplace and the place to which Jennifer and | were
denied access in 1976. It was from there, in 1904, when it was called
‘Libau’, that the Russian fleet embarked for Japan—a journey of more
than seven months that ended in a disastrous defeat for the Russians.
But it was Kauffmann’s description of Karosta, a few kilometres north
of Liepaja, which really aroused my curiosity and desire to go there.
Karosta was evidence of the once-mighty Soviet Union, now fallen,
and a vindication of my parents’ decision to leave Latvia for a better
life. | remembered how on that 1976 trip to Riga | had felt so grateful
to have been born Australian. Kauffmann describes a scarred and

haunted landscape:

Partially sunk wrecks lie offshore, their hulls protruding above the water
... Karosta was the Soviet Empire’s second naval base, numbering 26,000
men. Before leaving Courland in 1994, the Russians chose to scuttle all the
ships and submarines they were unable to take home. Countless warships
lie on the sea bottom: it is impossible to know how many. It is even said
that nuclear submarines were sunk ... The seafront, once scattered with
fortifications provides a spectacle of devastation. Casemates, turrets and
blockhouses have been demolished but have not disappeared; on the
contrary, they are accentuated, severely damaged and mangled, made all

the more monstrous by the incompleteness of their destruction.?

When we visited in May 2017 this is also what we saw. And, in the
nearby township that we also visited—an enclave that remains
substantially cut off from the outside world—another of Kauffman’s

descriptions, of ‘dilapidated houses, rows of ransacked buildings’
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kusas majas, veselas izdemolétu maju rindas” - vél aizvien
atbilst patiesibai, kaut gan pagajusi jau vairak neka desmit gadi.
LatvieSus més tur nesastapam, tikai tricigus krievus. Cars Nikolajs
I apmekléja Karostu 1901. gada un ielika pamatakmeni krasnai €kai,
kas vél arvien stav padomju drupu vida, - Svéta Nikolaja pareizticigo
baznicai. Sakotnéji to déveéja par Svéta Nikolaja Flotes baznicu, un
ta celta krievu baznicam raksturigaja 17. gadsimta stila: centralo
kupolu ieklauj ¢etri mazaki kupoli, kas parstav Cetrus evangélistus
ap Kristu. Més iegajam, sajutam viraka smarzu un izdzirdéjam séru,
monotonu skandésSanu un raudas - ta bija béru ceremonija. Esmu

bijis Karosta. Vél viens celojums uz nekurieni.
SEKOJOT NEGAIDITAJAM

Domajot par pirmo celojumu uz nekurieni 1996. gada, kad kopa
ar gimeni parcélos no Sidnejas uz Kimu, atceros kadu divainu un
pravietisku karti. To varétu dévét par “liktena karti”. 1998. gada man
to iedeva viens no masu jaunajiem Kamas draugiem Carlijs Li¢filds
(Charlie Litchfield) - tas bija driz péc tam, kad bijam uzkapusi
viend no trim “Braliem” - senajas vulkanu serdes paliekas, kas ir
iespaidiga Monaro ainavas iezime. TieSi tad es sapratu, ka mdsu

maja “Blairgowrie” atrodas Monaro vulkaniska rajona nomalé.

Minéto homoklimatisko karti 1945. gada bija izdevusi Jaunas
Dienvidvelsas valdibas mezsaimniecibas komisija. Ta wuzrada
dazadas Monaro un dienvidu piekrastes klimatiskas zonas un,
diezgan divaina karta, savieno konkrétas apdzivotas pasaules vietas
ar Iidzigu mikroklimatu. Ta, pieméram, Nimmitabela dienvidos no
Klmas salidzinata ar Nérnu Skotija, Bombala, kas ir vél talak uz
dienvidiem, - ar Londonu Anglija un Kandelo, Begas virziena uz
austrumiem - ar Johannesburgu Dienvidafrika. Kima gluzi negaidtti
tika savienota ar Gerero Meksika. ST pilséta vairs neeksistg, tacu tas
vieta ir Nueva Gerero. Pirma Gerero ieguva savu nosaukumu par
godu Meksikas prezidentam Visentem Gerero (Vicente Guerrero,
1782-1831) un bija Rio Grandes Republikas galvaspilséta - Rio
Grande bija viena no neatkarigajam valstim, kas 1su bridi pastavéja

Meksikas ziemelos 1840. gada. Meksikai ar manu pieredzi vai iztéli
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held true, more than a decade on. There, we saw no Latvians, only
impoverished Russians. Tsar Nicholas Il visited Karosta in 1901, and
while there he laid the cornerstone for the one splendorous building
that remains among the Soviet ruins: the Orthodox Church of St
Nicholas. This was originally known as the St Nicholas Naval Cathedral,
built in the distinctive style of seventeenth-century Russian churches:
a central dome surrounded by four smaller ones representing Christ
surrounded by the four Evangelists. We went inside and stumbled on
the smell of incense and sounds of mournful chanting and weeping—a

funeral ceremony. | have been to Karosta. Another journey to nowhere.

FOLLOWING THE UNFORESEEN

Thinking back to that first journey to nowhere in 1996, when | moved
with my young family from Sydney to Cooma, | remember the matter of
a strange and prophetic map. One could call it a ‘map of destiny’. It was
passed on to me by one of our new friends in Cooma, Charlie Litchfield,
in March 1998, soon after we had climbed one of the three ‘Brothers’—
the ancient weathered remains of volcanic cores that are a significant
feature of the Monaro landscape. It was then that | understood that our

home, ‘Blairgowrie’, lay on the fringes of the Monaro Volcanic Precinct.

The map in question was a homoclimatic map produced by the New
South Wales Government Forestry Commission in 1945. It shows the
different climatic zones of the Monaro and South Coast regions of New
South Wales and, rather bizarrely, links particular places or towns to
other places in the world with similar microclimates. Thus Nimmitabel,
south of Cooma, is compared to Nairn in Scotland; Bombala, further
south again, to London in England; and Candelo, eastward, towards
Bega, to Johannesburg in South Africa. Most unexpectedly, Cooma was
linked to Guerrero Ciudad in Mexico. That city no longer exists, though
there is a Nueva Ciudad Guerrero in its place. ‘Guerrero City’ was named
after the President of Mexico, Vicente Guerrero (1782-1831), and was
the capital of the Republic of the Rio Grande that briefly established
itself in northern Mexico alongside other independent states in 1840.
Mexico was a place very far from my experience or imagination and

| had no desire to go there, yet almost immediately, and entirely out



bija visai talins sakars, un man nebija ne mazakas vélmes turp
doties, tac¢u gandriz nekavéjoties un pilnigi no zila gaisa es nakamo
divu gadu laika ce|oju uz Meksiku veselas divas reizes: pirma reize
bija 1998. gada sakara ari izstadi “Pieci kontinenti un pilséta”
Mehiko un otra - 1999. gada beigas sakard ar nozimigu manu
darbu retrospekciju “Towards Infinity: Works by Imants Tillers” (Uz
bezgalibu. Imanta Tillera darbi) Monterejas Laikmetigas makslas
muzeja. Un paskat - mirklis, un es jau esmu bijis Mehiko, esmu bijis

Montereja.

19. gadsimta devindesmitajos gados dizais australieSu makslinieks
Arturs Stritons (Arthur Streeton) stingri izléma parcelties no
Melburnas uz Sidneju, un driz vien vinam uz nometni “Curlew
Camp” sekoja vina kolégis impresionists Toms Robertss (Tom
Roberts). Nometni Sidnejas ostas ziemelu piekrasté brivdabas
gleznotaji izmantoja ka savu bazi, lai dotos savvalas ekskursijas un
raditu savas labakas gleznas. Véstulé, kur Stritons aicina Robertsu

pievienoties, vins apgalvo: “Skaists ir tieSi negaiditais!”

Daudzéjada zind esmu padevies Sim negaiditd skaistumam,
pateicoties laimigai nejausibai un sakariem. Mans galamérkis - ka
celojumiem, td& manai radosajai darbibai - nav nekur konkréti un
reizé visur vienlaikus. Vai negaiditais atklasies ka vél viens solis
mana estétiskaja ekspedicija ar “Spéka gramatas” starpniecibu
vai ka celojums, kas novedis pie jauna skatpunkta, visu iesp&jamo

kategoriju izsmelSana nozimé, ka jaklist bls bezgaligi.
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Imanta Tillera studija
Imants Tillers' studio

2016
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of the blue, | would find myself on the way to Mexico twice within
the next two years: first as part of the exhibition Five Continents and
a City in Mexico City in 1998, and then again for a major survey of
my work Towards Infinity: Works by Imants Tillers at Museo de Arte
Contemporaneo de Monterrey in late 1999. And just like that, | have

been to Mexico City; | have been to Monterrey.

In the 1890s the great Australian artist Arthur Streeton made a decisive
move to relocate from Melbourne to Sydney, and was not long after
followed by his fellow impressionist Tom Roberts at ‘Curlew Camp’.
Situated on the northern shores of Sydney Harbour, the plein-air
painters used the artists’ camp as a base from which to explore the
bush precinct, producing some of their finest paintings. In a letter
imploring Roberts to join him, Streeton asserted: ‘The unforeseen is
what is beautiful!” In various ways my practice has surrendered to this
beauty of the unforeseen, of chance and serendipitous connections.
Having done so, my destination, through my own travels or those of
my work, appears at any given time to be both nowhere in particular
and everywhere at once. Whether the unforeseen arrives as another
step in my aesthetic expedition via The Book of Power, or a journey
that leads me to a new vantage point, the exhaustion of all possible

categories calls for endless wandering.
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